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'ReFramingl comprises-an introduction, five chapters and a conclusion. The 
introduction describes the inception of the project in a studyof writing practiceS 
among'a group . of . fiction . writers, . which identifies a process of self-transfo'rmation as 
an experience common to members of the group. Having identified this experience as 
. . .. 
the' subject of study for a thesis,:it givesa rationale for achoice of the work of 
. . 
and novelist Janet Frame,-in that-she enacts through her writing a process of . . 
. . 
subjective change . . that embodies theself-transformation identified as inidgral to , ' 
.. . .  
creative practice. Theintroduction also signals the project of reading the work of 
Midhel de Certeau, and Gilles Deleuze and F6lix Guattari aiongside that of Frame, as 
theorists who offer approaches to understanding subjective'tr~sformation. 
chapter One places the work of Frame alongside that of the literary theorist and 
. . 
phildsopher Michil decerteau as auiay df reading motivation in ~r&ne's  wotk. , n i s  
chapter conducts a thematic survey . .  . of the novels' concerns 'with experiences of . . 
. . 
subjective confinement, using Certeau's figuration of language structures as sites of 
constraint and subversion, and linking Frame's response with Certeau's ideas of 
tactics and strategies. 
Chapter Two surveys the work'of the philosophers Gilles Deleuze and Fklix Guattari 
. . 
on p'rocesses of creative thought as they relate to narratorial practices in Frame's 
novels, and relates her project to their. concept of becoming, .via.the genre of minor 
. . 
literature. The chapter presents an argumentthat Frame's writing enacts a double 
, . .  
becoming in that her creation of altered subjective space for herself also creates 
. . possibilities of collective change. 
. . 
Chapter Three conducts a chronological survey of Frame's novels, identifying 
structural elements and linguistic approaches t'o the creation of altered subjectivity . . in 
writing. It treats Frame's body.of work a written entity charactkrised by in 
elaboration of the procedures and concepts through which subjective change . . can be 
understood. Another movement of double becoming is presented in the movement by 
which thepraxis of each successive bookforms'a 'theoretical: base for further praxis 
. ~ in the work that follows. 
... . 
Chapter Four approaches the relation of a reading/&riting collective to . this. . 
transformative theorising of subjectivity through a writing practice. The chapter . ' 
begins by considering ways in which Frame gives voice to the connection of writing 
to the collective, tracing her characters' 'artic~ilation of a responsibility to speak before 
those who have beenunable to do so: It goes on to consider the reflex of this . doubling . 
of Frame's beconiing,,through responses of the collective to herwork. ' .' 
Chapter Five comprises a collection of poems written as part of the thesis, enacting 
and meditating on ways my own theoretical and writing practices have modified one 
another in the process of thinking and writing. The poems are also a direct response to 
Frame's work, thus forming an extension of the previous chapter's considerations of 
collectivity in readinglwriting. 
. . 
The conclusion summarises the movement of ideas throughoqt the thesis using 
Frame's references . . to-point of view asastructuring device. 
. . . . 
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Introduction . 
, . 
. . .  
It was my writing that at last came to my rescue. It is little wonder that I 
. . :  . .. 
. .  . 
valuewriting as a way of life'when it actuallysaved my life. (AMT 106) 
. . 
'ReFraining: transforinations.of subjectivity through.writing"is'coismcted 
using a particular engagement with the work of the poet ind novelist Janet 
Frame, and with the work of the theorists Michel de Certeau, Gilles Deleuze 
. . .  
and Filix Guattari; . . .  to argue that creativeuse of language i s a  project of 
subjective transformatio'n. This transformation takes the form'of what can be 
desciibed in.Dkleuze and Guattaii's terms as a double becoming, one that . 
. . 
..! . 
creates subjective space for the practitioner of language,.and at the same time 
alters the constructions of language inwhichihe is embedded. My analysis i f  
Frame's writing iscanied out With the aim of considering how tr&sfo&atiofi 
. . .  . . 
is knacted through her creation of a body of work, and how, in bringing about . . 
change for herself and altering subjective conditions around her, the writer . ' 
creates the of further transformations inher readers, in anothe; 
,doubling'movement which can in tum be passed on to other reader.slwriters. 
. . , .  . . . 
Asa  project, thethesis has t ikenme through a double becoming of another 
. . 
kind alsg: ietheorising creativity in general - inchdingthat embodied inmy 
. . 
. . 
own writing practice h a s  involved me in a retheorising bf the w b r k o f ~ ~ n k t  
. . 
. . 
. . Frame. . 
. . 
. . .  
It seems ironic that.;in order to hake possible an approachto the work of 
Janet Frame, it is necessary tooffer some qf the biographical infohation she 
has spe"t her life e f fa~ in~ l re -~resen t in~  a s a  condition of being able to ,write. 
A project such as hers; which I read as one of resubj~ctification,'has ~ . ,. 
. . . . 
demandedthat shefirmly rebuff, for mostof her life, allattempis to categorise 
.. . 
or inscribe her in termspf available'dis~oirse. The fact that she'has now' : 
. . 
authorised a biography by the historian Michael King, forthcoming in June 
. . . . 
2000, attests, I would argue, to her sense that she has achieved theground .. .. of , 
. . 
an altered subject position. It is on the understanding, then, that bibgraPhical 
information currently available has mostly come from Frame herself as part of 
her writing project via her volumes of autobiography, that I offer some details 
that may help to situate her work. 
. . 
. . . . 
. . 
Fraine was born on 28 August 1924 in the South Island town of Dunedin, 
. . 
New Zealand, the fourth of five siblings. Her parents, Lottie Godfrey and 
George Frame, were descendents of Scottish and English immigrant workers 
whose culture characterised,and still chiractenses, much of ~ a k e h a  New 
Zealand society - a culture detemiined by a Calvinist work ethic, but also 
featuring tensions inherent in a certain independence of thought 
accompanying a strain of autodidacticism. Frame's mother's family was 
Christadelphian, and the Godfrey family atmosphere of millenarian longing 
. . 
. . 
.. . 
combined with a reverence for European literary forms, particulaily poetry, 
replicated itself for her children in the peculiarly plangent linguistic milieu in 
which 'they in,turn were raised. On reaching adulthood, and before maniage, 
Lottie Godfrey went into service to wealthy families, including, interestingly, 
. . 
thoSe of the writers Katherine ~ansf ie ld  and Charles Brasch. ~ r&e ' s  father, 
George, served in France in World War I, before returning to civilian life as a 
railway . .. worker. His' work entailed several moves with his family between 
small South Island settlements. A more permanent move to the toastal town 
of O a m k  during the'eGly years of Frame's schooling marked a phase in the 
family's life that was to be characterised by increasing emotional . and . material 
difficulty. Frame's elder brother developed epilepsy, a conditionthat . . 
precipitated Lottie Frame from milleiiarian fantasy into fullblown denial and 
pursuit of a miracle-cure. 
In the context of the Great Depression of the 30s, this prebccupation with a 
sick child to the exclusion of the other siblingswas combined with financial 
strain. The family was characterised by an increasingly desperate atmosphere, 
. .. 
. . 
exacerbated by frequentoutbursts of anxiety and anger from ~ranie 's  father, 
who, like so many others, had never fully recovered f p m  the trauma of his 
wartime experiences. Frame and her sisters ran wild and negotiated as they, 
were able the social nightmare of the town and the school where they were 
classified as 'dirty and poor'. Then, in Frame's first year at junior high, her 
older sister Myrtle was drowned. (Ten years later, another sister, Isobel, also 
drowned:) Cultural, historical,'familial~and adventitiouscircumstances ivere. 
combining toproduce an environment in which.Frame deiciibesherself as 
. 
turning increasirigl<to'the constructions of literature for an understandingof 
what was hafining in her life: 'tke poets ... were wiiting the story of rtiy ', 
. . 
feelingsl'(TIL 11.1). As her adolescence progressed, immersed in a subjective 
realm disaitrously and definitively at oddswith societal expectitions i f  a girl 
. . 
. . 
of her class . .. and . culture, . the disjunctionbetween Frame's experiential and 
affective worlds kventually becanieiisupportable. In 1945shk was admitted 
. .. 
toa  psy'chiahic hospiial for the'first of a series of stays that would encompass 
. .. . . 
most'of the yeirs'of her twenties. . . . .  . 
. .. 
. . 
Recognition by others of Janet Frame's work as a writer caused psychiatric 
authorities, a t  the institution whereshe,was a committed . . patient, to reverse 
their'decision to subject . her . to leucotomy. changing herself by writing, she 
caused change in those who encountered what she wrote, in a process like the 
symbioses described by Deleuze and Guattari in their account of becoming: 
. .  . 
. , . .  . . 
becoming lacks a subject distinctfrom itself :.. it has no term, since its 
. . 
term in turnonly exists as taken up in another becomingof which it is 
the'subject, and.which coexists, forms a block, with the first. (Deleuze 
. . 
&id Guattari, Plateaus,.238) 
. . 
. . 
Becoming is always double, that which one becomes becomes no less 
. . 
than the one that becomes - a block is formed;eiientialIy . 
. 
mobile, 
. .  . 
never in equilibrium. ( ~ e l e u z e  and Guattari, Plateaus, 305) 
. . 
. . 
,What follows is+y attempt to understand prodesses b y  which subjectivities 
shape and are shaped by.creative practice in this way. This work is not about 
. . 
mastery of ?.given field (Frame; literaiy theory) but rathei a walk among , . 
Gpproachesahd images in seaich of what Ginoza cal'ls 'adequate ideas'about 
. .  . 
creativity in the culture which formed me, 1950s and '60s.New zealand, ' '  
. . 
. . 
. . 
where 
[the] fundamental mode was confrontation - the result of deep habits 
. . . 
of thinking thatset society and the individudin ~ppositi6in, as two 
. . 
contrary and antagonistic categories, neither of which can expand or 
developexcept at the expense of the other. (Gablik 68) 
~. 
. . 
. . .  
This is the ambience into which I was born; the devastations of monologue. 
. . 
As a response to that, what interests me is conversation, a way of meeting that 
need not end in confrontation. It is all that is left: the next necessary thing. 
A few years ago, some friendsand I beganto k&p notes, a sort of biography 
. . 
of pieces of  writing - poetry- in progress. I became very'inteiested in ' ' 
moments of inception, points of energy around which works coalesce -their 
salience, in all its senses: 
Salire, leap. Leaping, jumping ... of animals ... of water ... Salient point: 
in old medical use, the heart as it first appears in an embryo: hence, the 
first beginning of life or motion; the starting-point of anything. (OED) . . 
For me, poems begin with fragmentary images, phrases, sensations that stay 
because.of a quality of excitement and half-recognition thatacc6mpanies 
them. Writing is in part a habit of attention to these moments that seem to 
invite me to step towards them.Their fragmentary, puzzling qualities lead me 
to make up a landsczpe, a history for them, or to allow them to resettle to 
make their own landscape. Writing, I learn what I mean by giving meaning, 
waiting for meaning to come. Relocated in this way, experiences remain mine 
. . 
and at the same time,become new to me, as I become new in them. Moments 
of bodily experience become what,Se&ui HeGey, talking about the . . physical 
effects of poetic meter, calls 'the sensation . . bf revelation'  eke^, Eureka 
Street, 25). A passage from Julian of Nonvich describes this process: 
And he showed me more, a little thing, the size of a hazel-nut, on the 
palm of my hand, round like a ball. I looked at it thoughtfully and 
wondered, 'What is this?' And the answer came, 'It is all that is made.' I 
. . 
marvelled that it continued toexist a d  did not Suddenly disintegrate;it 
. . 
. . 
was so small. And again mymind supplied the answei,"~t exists, both 
now and forever, because God loves it.'. (Julian 68) . . . . . .' . ' 
Aspects and associations of a physical memory-the feeling and look of a 
. . 
hazel-nut held in the hand: perhapspleasure in its small, found, smoothness 
suggesting wholeness, completion; . ~. wonder at the plait implicit in the seed, 
. . .  
. . . . 
the life.force that maintains anorganism's integrity -coalesce as a changed 
subjectivity.Sensationsinsist on 'thoughtful' interr6gation;and at ihe same 
. . .  
time act as guarantors of resulting insights: 
. . 
. . 
, ''1thappened.thei-e" themystic can say, because he keeps, engraved in 
. , .  . . 
his n-iernbry, thesmalleit circumstances of that instant ... ~ u t , h e  adds, 
"it was hot that," because for him the experience has to do kith 
something other than a site, an impression, or a certain knowledge ... 
The unsuspected, that has the violence of the unforseen, gathers together 
all thedays of existence; as the whistle . . 6f the sliepherd . .. gathers his'flpik, 
. .  . 
an'd reunites them in the continuity of a disquieting . . relationship with the 
. , 
other. (Certeau, Diacritics, 17) 
. . 
What is it that determines which moments irisist in this way? Examining the 
'biographies' of my own work I began to be'aware of patterns that were a 
response to the subjectivity of longing and distance into which I was born. . . 
Subjectivity of thiskind is described by Lacan in 'The Mirror Stage': 
[the] jubilant assumption of his specular image by the child at the infans 
:. 
stage, still sunk in his motor incapacity and nursling dependence, . . would 
. . 
. . 
seem to exhibit in anexemplary situation the"symbolic matrix in which:. 
' '. . 
the I is precipitated in a piimdrdial f o k ,  before i t is  objectified i n h i  
dialectic of identification withtheother, andbefore language restores to 
. . 
it, in the universal, its function as subject. This form would have to be 
called the Ideal-I, if we wished to incolporate it into our usual register, 
in the sense that it will also be the source of secondary identifications. 
(Lacan 2) 
. . 
Life and energy remain outof reach on the other side of the mirror with the 
. . , .. 
'Ideal-1'; rnirror-subjectivity pours vitality away into compelling 'secondary 
identifications' (Lacan 2): 
: , Hail, holy-queen, mother of mercy, hail our life, our sweetness and our 
hope. To thee do,we cry, poor banished children of Eve, to:thee do we 
sendup our sighs, mourning and weeping in this valley of teais. Tum 
then, most~raciousadvocate, thine:eyes of mercy . towards . us; and'after 
this, our exile, show unto us the blessedfruit of thy womb, Jesus , .~  
clement; o loling, o sweet virgin Mary. (Catholic liturgy) 
. . 
. . 
Atthe Same'time, because it excludks and h e s  Other those aspects.of 
cu1ture:which cany experiences of presence or immediacy, it allows energy to 
collect in these 'places of maximum saturation' (~oucault, ~anguage; 326). 
One of.these places, enacted aro"nd meas I was growing up, is the experience 
of ljfeas-a proces's of creation'through sensation and response, from the first 
. .  . 
, sneezed breath: 
Tihe,i mauri ora. 
Tihei uriuri, tihei nakonako. 
Ka tau, ha! whakatau ... 
I sneeze, it is life. 
It is darkness, it is blackness. . . . 
Lay, ha! set in i'tsplace,thesky'above. 
Lay, . . . ha! set in its place theearth below ... 
(Maori-ritualchant) 
For me, writing is a result of encounters with these 'othered' possibilities; an 
'ethnographic moment' (Dening, UTas, 1995) of the kind that occurs when 
those. present at a meeting of cultures to begin to represent the encounter to 
. . .  
. . 
. . 
themselves. . . .  . . . 
. . .  . 
. . 
. . .  
Sensationand response:;energy gathered in the possibility of writing as 
conversation - 'having one's . being . in o r  ambng' (0~d)- encouitef with 
the intelligenceof and in things. I do not mean transcendence of culture or 
. . 
language -they are 'given' aspects of being here in the way my body is. AS 
James Hillman says, describing the thinking . of zoologist . and 'philosbpher of 
.~ . 
nature' Adolf POrtmann: . .  . . . .  
selbstdorstellung or display of interiority is as essential to organic life as 
. . 
arethe usefulbehaviours of survival ... each speciei pfeskntsitself'in 
designs, coats, tajls, feathers.:: I 'think that the human'fomi of display, 
. . 
in the ethologist's sense of "display,' is rhetoric ;.. [olur ability to sing, 
speak, tell tales, recite, orate ... Giraffes and tigers have splendid coats; 
we have splendid speech. (Hillman 294-95) 
I want to be able to retain awareness of language as a thing, the body of 
culture; a creature likeany other, adapted to itsenvironment, bearing its 
. .. . . 
history.in the delicate memo j . o f  a tail at the endof its's'pine, remnants of a 
. . . . 
fish's jawbone in the structure of iis ear. To retain a sense that the lahguagi- 
. . 
creatureis'still developing,could have developed in other ways;'thatit is 
. . 
.. . 
spoken (thelanguage-maker &es to speak of what is outside language) along 
with everything e1se;in the conjunction of:time q d  place. Conversation, 
. . 
listening for the voice of things is listening at crissrbads, forks in the path, for 
these other possibilities. Acute sensitivity to a particular place over time, and 
to a paiticulai time in qneplace i s a  listening stance; an attitudewhich . 
. . . makes . . .  
convetsation . . possible, imagining and re-imagining the pliyiiolo~y.of a , . ' . 
. . 
. . . .  . . 
culture, hearing a heartbeat, recognising appendicitis, wondering. about 
toenails, wisdom teeth, gender. 
. . 
, .  . 
. . 
.. . 
. . 
Longing for return, for the original speech of things-in-themselves is a 
longing for theshamh's power of identity, a deep and paradoxically 
estranging familiarity that corresponds to the Deleuzian 'percept' when, as 
Franqois Zourabichvili puts it, 'one sees the invisible, the imperceptible' 
: (Zourabichvili 190): 
. I. 
. '  'our' interpretation is rightly concerned with the very force of existence 
of things, the dynamism of space and time that insists within them and 
that they affirm ... things, in their manner of existence, resonate within 
us, as a manner for us to exist ... it is the resonance of their life in our 
own, becoming one of its possibilities, one of its levels ... It is to 
perceive and estimate the forces of what we see, to take possession of 
them for an instant, to live them, to test them on oneself. (Zourabichvili 
This is a dream of knowledge that could confer a sense of salience, making it 
possible to discard metaphor that points to itself, and to move toward the 
language-creature in its metonymy; the single words that are its tracks. To 
move awa; from symbol and towards sign as James Boon defines them: 
signs empower and symbols often victimise. (Boon 53) 
In the influential terms of Charles Peirce's semiotics, a 'symbol' is 
something that replaces something for someone ... Anthropologists 
building on Peirce designate full sets of conventional replaceables a 
. . 
'culture'. (Boon 64) 
Summoning the sensate, the animal self gone to ground at the heart of culture. 
The page becomes a performance space like the arena of dance, where signs 
must be experienced together with one another: meaning isgenerated by what 
they mean together. Language isallo%ed to beits own metaphor, 
' , . 
acknoyledgingthe Polysemic aisociations of words but refusing to as~ign 
. . 
them any one meaning by sayingthis is only that. In this way,the unsayable is 
. . 
spoken - as Frame puts it: 
one of the fascinations of writing ... is i; the coding of what is written to 
describe what is not written. I like to think of the contents of a book as a 
Signpostto a world that is not even mentioned.(Meicer,Janqt Frame, 
viii) 
I would add, 'because it can't be, yet'i I think of writing % a to practise 
not (yet?) liveablebut necessary experience. By inc"bation in the world of art, 
thk sayable, the liveable is discovered, or as Michel de Certeau says, 
'literature is the theoretic discourse of the historical process' (Certeau, 
Practice, 18). Writing can prefigure change just as the intuitions, of physicists 
and mathematicians sometime$ precede verification 'in theworld;, a id  it can 
precipitate change, out of a~areness~thatanotherway can be thought. . . The 
next neceisary thing . probabIy.dways . l&ks like madness at f is t ,  precisely 
because it has been unimaginable until now, and until we are drawn together 
into its madness so that it becomes the new sane. In The'Carpathians, Janet 
.Frame describes the collapse of ordinary distinctions of time and place under 
the influence of the Gravity Star, a previously unknown phenomenon that 
weighs anddetermines the nearness or salience of experience in new ways. 
The'precipitation of all languages of the world follows in a midnight rain 
whose silence is filled with a 'rageof cries' (TC 125), of grief andanger and 
fear of loss: 
. . 
. . 
no part of the chorus had words of any recognisable language. The.  
' 
sounds were primitive, like the fir& cries of those who had never known 
. . 
or spoken words but whose urgency to communicate becomes a mixture 
of isolated syllables, vowels, consonants; yet within and beyondthe 
chorus, rec~gnisable as long as the human brain held some stem (of 
, crystal, bone, iron, stone, gossamer), there cake a hint, an ink1.i"; of 
order, a sm.dl strain recognisable as music, not replacement of what had 
been lost but new music,each note effortlessly linking with the next, 
. . 
. . 
like dew-drops or mercury after momenta& ~epaiation from the whole. 
(TC 126) 
. . 
When I began to think'about the way creative practice . changes . those who 
engage with it, Frame's novels keptc0mingto mind; bothas writing that deals 
. . . .  
directly with problems'of articulating the necessarynot:yet:known,. andas a 
. . 
body of work across.which Icould trace a writer's, chingingimagery and 
'1 . 
thinking about theprocess. S~nce I read Owls Dq Cry at thirteen, her -ting 
has ibisred, for. me. I realisd then with a shock of combined horror and 
. . 
elation; like finding myself in the presence of some large breathingcreature, 
. . 
that language till now used by me as received, without being 'touched or 
. .  . 
shaped or changed'(LM 118). could be an instpmeniof poiesis, making. It is 
. . 
a practising place for the'hint, aninkling of order', 'within ind  beybnd the 
chorus' of rage and fear with which we confront our own'disorderly other,,a 
practising place for the new selves each moment'c!emands.we become. In 
drawing . . usinto the place callkd~.~adness,chainging oui minds about 'it, she 
.saves more lives than her own. 
, .  
In ways that I only begin to recognise and articulate now, her books have 
made a living creature out of my world. F r a q  showed me language as 
agency, as a process of sensation a i~d  response using materials at hand. The 
novels invite me iowards'them in iesponseto all theinipulses-that infommy 
own desire to wiite, gi\;ing.voice tothe otheredandthe ktbject,communicatikg 
language assensation. They also answer my ambivalence about being a 
member of the language-species, dealing as they do withthe way the creative 
power of language is also its power to record and reinforce cultuial insight 
from which it is immediately necessary to move on. The difficulty of 
imaginative mobility is directly proportional to the effectiveness of current 
metaphor, whose power toilluminate is d s o  its power to dazzle and transfix. 
Frame, . . representing 60th the posiibility of producingtransfor&ative work and 
. ,  . 
.. . 
the woik itself, has given me an experience of language-asragency, and from 
the time of this experience I have . understood .. writing'and wkters to be . '. 
guardians and midwives of a continuously transforining . . self. In the pages that 
. . .  
. . 
. . 
I Inn Buchanm oreucs that Taking m author's work "a =whole" is' undoubledly ~le'most ~ c i a l  fcaNre of 
Dcleuze's ohiloroahicd omin. "fou have to W e  h e  work as a whole. ro Im nnd follow rah& lhan ivdec it, see - -  - - - ~  ~ r~ ~ ~~~r~ . . - 
when tr branches our in d~fiemnt directions. where ir gels bogged down. moves fonuord, makes a brcakthmugh .." ... 
Unless you Lnlc h e  wort z a whale. he rays. ")ou just won't undcnund il a d1" mlcuzr .  Nrgoriorionr. 140.131] 
(Buchanan. SAP. 387). 
follow it is the world of guardianship that I want to encounter, learning what 
conditions will create a container inwhich the next necessary thing can be 
incubated. Sometimes the encounter &curs by means of the imagination of 
intellect, sometimesthrough poetry-the intelligence of images,where 
faithful attention to the imaginal world, this love which transforms mere 
images into presences, gives , them . living being, or rather reveals the 
living being which they do naturally contain, is nothing other than 
. . 
remythologizing. . . (Hillman 85) ' . 
. . 
Poems included here are selves I bring back from territories I find in Frame's 
work, and from places my own thoughts, and the thoughts of others about 
conditions for writing, have taken me. This thesis presents a reading of the 
work of Frame's contemporaries Certeau and Deleuze and Guattari as 
theorists of the possibility of transformation through language - theonsing 
which is itself a process of becoming-other - and a reading of the work of 
Janet Frame as an instance of transformation in language. This interrelation of 
analysis and praxis is integral to the work and has consequences for both form 
and content, since the argument moves the work from analysis to practice. 
Throughout, theory is presented as both an instance and a vector of practice, 
with each chapter presenting a Stage in the unfolding of this understanding. 
Chapter One traces a chronology of motivation in Frame's novels, offering a 
reading that draws on Michel de Certeau's figurations of linguistic space, and 
presents writing as a tactical response, in Certeau's terms, to urgent subjective 
necessities. Chapter Two links several of Deleuze and Guattari's ideas, 
reading modalities of creative thought articulated in What is Philosophy? as 
styles of becoming which a* enacted in the category of minor literature a.i 
. . 
described by 'them. This reading is offered as a way into understanding 
Frame's writing as a practice that enacts a double becoming, creating changed 
conditions and bringing about the possibility of furtherchange. Chapter Three 
presents a chronological reading of Frame's novels as an elaboration of 
altered subjectivities resulting from this writing practice. . . 
Chapter Four takes implications of the double becoming that relates theory 
and praxis a step further byarguingthatcreative . . work, and Frame's woik in 
. . 
partitular; . . is used by the readingwriting collective as 'theory? that provides a 
jumping-off point for a further s i t  of pra~tices.~The chapter' begins by .. . . 
conducting a chronological s u ~ e y o f  the novels to 'argue that ii is possible  to^' 
trace an yticulation by Frame of this understanding of writing as"the0ry' in' 
the sense of fulfilling a responsibility . 
. to and for collective change. The second 
p h  of thechaptertreats responses of the collective, offering readers'lwriters' 
accounts of howFrame's work has been.successfu1 in bringing about change, 
in an elaboration of the understanding that theory and practice are involved 
with each other so as to produce a constant movement in which each moment 
of praxis in turn becomes theory from which further practice can emerge. 
Chapter Five moves to a detailed instance of change informed by Frame's 
'theory' through a collection of poems tracing subjective shifts experienced as 
part of the process of writing this thesis. The typography of this chapter 
reflects the movement of the argument, as a double movement unfolds, by 
which practice informs theory, which in turn informs further practice. The 
first nine poems were written in response t0.a chrbnblogical r6adi"g of 
. . 
Frame's novels, and are set-out separately fromthe commentaryin which they 
are embedded.'As the writing progressed, this relation Of poems to theoretical 
matrix became asite productive of further theorylpraxis. Subsequent poems, 
which approach my own relation to language, refused typ'ographical 
distinctions I had uied earlier - title, separate page, different line spacing. AS 
. . 
. . 
. . 
a result o f a  mutual detenitorialisation,in Deleuzian terms, both my 
theoietical approach and my writing practice had changed in the process of 
. . 
writing the thesis. 
. . 
Because the thesis inc1udes:a . . seriesof chrpnologi&l readings qf Frame's 
novels, in the interest of clarity I break conventions of style by including 
references to publication dates on a number of occ'asions, in order to situate 
the novels within my argument. Throughout, from time to time I use the 
image of exploration in describing my arguments' movements, in Frame's 
own sense of her work as exploration - 'seeing what pattern emerges' (Alley 
and Williams 46). and also because' it is an image'that fits:well with the 
. . .  
. . 
theorists whose work I will be drawing on? Michel de c+rtiau'figul.es the . . 
reclaiming of speech as a street-lev'el'seaich of a proper'.. (Certeau, .Practice, 
. . 
. . .. 
103)within the structures of the'city of available language..Gilles Deleuze 
. . 
andF6lix Guattari'describe creative thought' as acting inthe service of 'an 1 do 
not kndw that has become ;..'the condition of creation itself ( ~ t l e l i z e  and ' ' 
.. . 
Guattari Philosophy, 128). In 'the context of the postcolonial experience 
exploration alsb figures the invasions and contestationsof subjective space 
that'fofm thematerial.of Janet Frame's work. 
In approaching Frame's project; which is positioned, I.will argue, on the 
border between modemism and.postmodemism, I use teims that belong to 
both'discourses, and to some extent, to.the discourse of Romanticism. The 
term 'imagination' is used in the chapters that follow to describe a mode of 
creative thought that, according to my reading of her work, Frame seeks both 
to deploy in her writing and to articulate as a writing practice. Imagination 
here refers 'to a subjec@vity which seeks to construct itself in languige,but 
which is obligedto reconstruct language in order todo so. In this context,it 
resonates . . perhaps most strongly 'kith Coleridge's usage': challenging, i s  it 
does, what Patricia Waugh describes.as '"everyday" language [that] endorses 
and sustains ... power structures. through a continuous process of 
naturalisation'(Waugh 11). The term 'available language' is used to refer to 
the 'naturalised' subjectivity inscribed in language, with which imagination is 
obliged to work. Deleuzeand Guattari's t&m'man-standard' (Deleuze and 
Guattaii, Plareaus, 291) is used to refer to the firm available language (and 
the subjectivity'it constructs) takes in the cultural-historical moment of the 
. . . . 
writing. . . Accordingly,: :standard language' fefimng to the man-stahdad, apd. 
'standardsubjectivity'-are used interchangeably to some extent, drawing on 
structuralist arid post-structuralist assertions~including those of Deleuze;' 
. . 
arguing that subjectivity is constructed within and bylanguage, and that . . 
. . 
' In h& aulobiography. Framc malls learning by hem, as a student, the passage on Imagination in Colcridgc's 
Biogrophio Litemria (AMT30). 
> . .  
language operates as a system that exceeds and precedes any one user or 
group of users. . . . . . . .  
. . 
. .  . 
 noth her "sige'that may ~equire.explanation is my use of the term figuration, 
. . .  
which refers.to images that are part of an active deployment of metaphor in 
the service of renewed subjectivity. In this sense it is close'to a verb-form of 
. . .  
the term.'figural' used by Deleuze after ~ y o t k d  with reference to ~ & z a n n ~ ! s  
use of 'form that is connected to a sensation, and that conveys the violence of 
' ,  
this sensation'directly to the nervous system' (D. Smith 44). In this sense, as 
. . 
Kosi Braidotii'argues, 'the notion of ''figurations"-. in contrast to the - . .,. 
representitidnal f""ctidnof:~.getB~ti0~sS7~ - emerges aS crucial to ~eleuze ' s  
. . .  
. . 
noiionof a conceptually charged useof the imagination' (Braidotti 170): As I 
useit; theactive t e h  figuration (infinitive: to figure) is extended to . include . . .  
the creation.6f 'forms'firnages that are . . adequaie to otherinddes of thdught' 
elaborated by Deleuze and Guattari in addition to sensation. I call these modes 
. .  . 
observation - the formation of a subjective position adjacent to . sensation . - 
and fabulation -the narrative organisation of sensation and observation. 
. . 
Images used in this way to mirk and elaborate a process of subjective. 
.. . 
. . 
reorganisation canalso be understood via Cetieau's theorisation of 'fables': 
. . 
. . , . 
.. . 
. . Certeau argues thatmystictexts act(d)  as 'fables. Hemeans by this that 
they shgok up thelanguage of their time. The re-emp1o)ied the verbal 
matter availableto them in.order to open linguistic spaces for that which 
hadpreviously been Gnable to speak ... A 'fabulous' use of language 
authorises without being authorised. It opens up possibilities in the 
instituted order of things. It corresponds to a form of poeisis (cf. the 
Greek, poein; to create; generate, iniknt) .(Ahehe 103-04)' 
. . 
. . 
' A h m e  offers an insmce of image-as-fablc in Cenwu'r analysis of Tnena of Avila: 'Certcau ... analyses thc use 
made by Teresa of Avila in 7he lnrrrior Carrlc of the unstable fig? of the 'cnstlcs~ystal' in ordcr to represc?l the 
'soul'. Tbc figure is unrep-nrable as such. It works for Cencau like a 'fable' which Teresa fabricates by bringing 
mgethcr diffcmntly charged mnnolalive elements circulating in diver+ rcligioL!s. p l i c  and cpistcmic contcxfs' 
(Aheame 110). 
. . .  
Via the agency of images . . adequate to each mode, sensation, observation and 
fabulation can, I argue,' offer ah approach.that understandswriting as aproject 
effei t ingq open-ended process of resubjeitification, in a double tiecoming ' 
. . 
. . 
that implicates both writer and reader.1 presentthe . wriiing . piactice of Janet 
. . 
Frame as an example of.such a project, extendingits implications to a 
readingtwriting comrnunity;and to my own practice in particular: 
. . 
. . 
. . 
1 Why write? Complicatinga self in language 
. .  . 
Eve j story is a travel story (Cirteau, Practice, . . .  . 115) 
Space is a practiced . .  , place (Certeau, practice, 117) 
. . 
Inthis chapter1 want to consider the work of Jane't Frame alongside some of 
Michel de Certeau's ideas relating to rn~ginalised groups and their responses 
to structures that disempower them. I argue that Certeau's theorising of what 
he calls 'strategic' constraints, and the 'tactical' moves made by those who 
experience the'se constraints, can offer a way of understanding bdth the 
motivation of a writing practice and the ways in which such a practice might 
. . 
cbnstitute itself. InthiS cgntext, an approach can be made to ~rarne's work 
that articulates forces that impel her writing, arid elaborates a reading of why 
her 'operations' in lang~iage might be characterised by.particulai forms and 
. . 
style. Using Certeau's spatialised figurations of tactical 'moves', it is possible 
to trace the locations of Frame's responses within strategic constructions of 
'language, and to folloiv their itinerary, as, book by book, she came< out her 
guerilla writing practice. 
In his essay 'Walking in the City' in The Practice of Everyday Life, Certeau 
uses the image of thecity and its inhabitants as a yay of thinking about 
language. Describing a visit to the top of the World Tr'ade Centre in New . 
. . . . .  
York, he compares the pleasure of seeing the city laid out like a map with the 
sense of liberation and clarity offered by a %orldin which language fixes . . 
meanings and patterns of articulation: 
' [Ellevation :.. transforms the bewitching world by which one . . was 
"possessed" into a text that lie's before one's eyes; It allows one to read 
it, to be a solar Eye, looking down like a god. The exaltation of a scopic 
. . .  
and gnosticdrive: the fiction of knowledge is related to this lust to bea 
. . 
viewpoint andnothingmore. (Certeau, Practice, 92) . ' . . 
From this height it is possible to understand the urge to institute an order of 
meaning 'whose condition of possibility'is anoblivion anda .. '. 
niisundbrstandirig of practices? (Certeai, Practice, 93), and to believe that . 
. . 
such an institution is possible. Here structures are the impo&itthing; . .' 
'practices' -how people use an$ respond to structures -are irrelevant. 
. . 
. . . . 
Language at 'street level' is very different: . 
.. 
. . 
. . 
The ordinary ptactitioners of the city live "down below," below the 
thresholds.at which visiGlity liegins: They walk- an elementary form' 
of this experience Of the city; they afewalkers, Wandersrniinner, whose . 
. 
bodies follow the thicks and thiris of an urb%nVtext" they write without. 
. . 
being able to read it. (~e~eau , '~ rac r i ce ,  93) . . .  
. ... 
Certeau uses.the experienceof moving about the city as an image for language 
. . 
structufesand the way people inhabit and relate to them. He explores ways in. 
which subjectivity is formed by language structures, and ways in which those 
structures are maintained or modified by subjects' practices. Desire to 'see' 
and 'know,' in ways thatremain 'readable' over time, fostersconst~ctions 
(thesky-scraper, . . the objective view) that make this kind . of . .  seeing . ~ and . . 
. . 
knowing possible. This desire exists in tension with the needsof language 
. . . . 
. . .  
users whose experiences lead them to 'rewrite? the structures they have .'. 
inherited, Fiction, can be'a place wherepractices of'reading' and 'writing' in 
. . 
the senses outlined abovecoincide. A writer's job in this case is . toremain . 
aware qf current configurations of language, while finding ways to move 
about within them that best suit a user's needs ind experiences. 
Writing . . of this kind can act as a counter-impulse to that of the 'space , planner' . .  
. 
. 
intent on:'keeping . . .  aloof (Certeau, Practice, 92-93) from experience.-Write? 
can ensure that;at times and inplaces, language is'modified in ways that 
make . it . approachadequacy to users' needs. Writingbecomes an activity that. 
. . 
can be understood %s 'tactical' in the context of Certeau's famous theorisation 
of 'tactics' and strategies': 
. . 
I call a-"strategy" the calculus of force-relationships which becomes 
. 
. possible when a subject of willand power (a proprietor, and enterprise, 
. .  . 
a city, a scientific instihtion) can be isolated from an "environme@'; A 
. . 
. . 
strategy assumes a place that can be circumscribed~s , 
, 
proper @ r o b )  
and thus serve as the basis for generating relations withan exterior 
. . 
distinct from it (competitors, adversaries, "clienti?les," "targets," or 
"objects" of research). Political,.economic, and scientific rationality has 
been constructed on this strategic model; 
I call a "tactic," on the other hand, acalculus which cannot count on 
a "pioper?(a spatial or institutional localization), , . nor thus on a 
borderline distinguishingthe other 3 a visible totality. The place of a 
tactic belongs to theother. A tactic insinuates itself into the other's 
place, fragme'ntarily, without taking it over in its entirety, without being 
able to keepit at a distance ;.. because it does not have a place, a tactic 
depends on time- it is always on the watch for opportunities that must 
. . 
. %  . be seized "on the wing." Whatever it wins, itdoes not keep. It must 
. . 
s .  
constantly manipulate events in order to tum them into opportunities. : 
. .  . (Certeau, Practice, xix) 
. . 
This approach elucidates the novels of ~ i n e t ' ~ r ~ e  as a body of work 
informed by life-and-death necesiities that urge modification of language and 
meaning structures. Thinking of Frame's novels as enactinga tactical practice 
in Certeau's terms also provides an approach to understanding her writing as a 
. . 
collective er$erprisei in that the tactical 'insinuations' carried out by her texts 
becomeavailable to her readers also. 
Read chronologically, Frame's novels both articulate necessities and 
urgencies of writing, and provide a place for experiments in modification of 
language structures. Pierre Macherey's explication of a Deleuzian 
hermeneutic of expression in Spinoza can be applied to give an understanding 
of this double dynamic: 
the outwardly linear discourse of the Ethics actually proceeds on two 
different levels at once :..on thelevelof its unbroken necessary. " 
progression,and then beneaththe surface, where wefind thecdncrcte 
. . 
realmof affects that traversethis progression, restoring its' deeper sense 
. 
in an apparently disordered (but in fact differently oidered) succession 
of sudden flashes; and preparing the way for the final integration o f .  ' 
. . 
. . 
concepts and affects. (Macheiey 143). .. . . . 
Frame's novels show the narrow streets of thecity of language and call out 
.. . : 
ways of walking , . there that make a breathable space. They offer the sensations 
.~ . 
. . 
of constraint that'make'it necessary to walk differently, and bbok by bdok .' : 
. .. 
they posit the possibility of an itinerary across which new ways can be' . . 
. .. 
learned. As a body of work, the novels offer themselves for & encounter like 
. . 
that described by Tom Conley . in . hisqalysis of Certeau's work on, a n d -  
., 
. . 
modelling of, medieval 'reading' practices: 
It appears that Michel de Certeau "reads" ~ icho las  of Cusa in the s h e  
. . 
way he "seesHiero~yfnus Bosch's great .. . triptych, 'The Garden of ' . 
Earthly Delights," that hangs in the Prado. In that painting he finds the 
solace of an atopia; un lieu pour se.pqrdre,that takes himbff the: 
modem map that generally assigns human.subjects tospecific' places.. 
. . 
. . 
. . .  
and destinies. The painting ldoksat us,suggesting that we &e impelled 
to meet it as if it were a living being ... The.woild'of the text toward 
which the medieval individual's gaze is directed also redounds and 
effectively "reads" the person. In other words,to the degree i t i s  felt t'o 
be a speculum, the world draws . . from subjects the apprehensions that 
allow.them to see how, why, and withwhat modes of selection and .. . 
exclusion theysense who theyare. The world "analyzes" usas soon as 
. . .. 
we realize how our gaze movestow'itd the world; Iconic texts "read". . 
the reader insofar as they elicit us to see . . o&selvesrcadingthe mirror' of 
.. . 
. . 
verbalshapesas images; (T. Conley, Diacritics, 43-44) . ,  
Frame gives a description in The Carparhians of such a con-versation in text 
-living and being recognised inand by lvguag'e - i n m  exchangerelating 
to . indigenous . weaving practiceiusin~the plant known-as.Niw Zealand flax. 
The passage'is itself an example of Frame's characteristic approach to text as 
poesis, in this case producing a complex that permits the 'invention' of 
. . 
text i lesf iud on weaving as women's only, technological innovatiodthe 
. . 
. . 
irresistible figure of the variable endemic, ~hbrmiurn tenux, tenacious lily: 
. . 
. . 
- 'Can you tell me something about flax weaving?' 
Rua smiled:'First,' she said, 'you must knowflax. I know 
flax and flax knows me. You understand'the sortof knowing I 
. . 
mean?' 
. . . 
. . 'I do;? Maitinasaid, with rising excitement'atttie ' . 
retognitipn that here wai  her kind of knowing;and ... that of the 
. . 
. . 
others in ~ o w h A  Street; the knowing that included but was not 
dependent on the Memory Floweror the Gravity Star; that by itself 
. . 
could banish distance, nearness, weight, lightness, up, down, , . 
today, yesterday, tomorrow . . ... . . 
. ' 'The important 'thing to. remember is that flax knows about 
you, youi life, your secrets,:and whenyou plant it,'it7s there . . .. ' .  
watching 'you, knowing you; you can hide nothing from it: If it 
. . 
won't grow for you,.you can, be sure you h& hurt it.' .. 
. ,. 
' . 'Oh,' Mattina'said uneasily. ' , 
. . 
'Flax is always alive. See this kete?' 
She held up a woven flax basket ... : 
'This is alive, listening to& nbw. yes, you must have a 
special . feelingabout . ,. flix to be able to grow it, cutit without 
. .  . 
making it bleed, scrape it without hurtingit, and.weave itwithout 
going against its wishes:' (TC 86) 
. .  . 
. . 
Frame's textuality; then, points ways of writing'andreading that challenge, by 
'analysing' strategic organisations of subje'ctivity. 
Frame 'the figure, the enigma, and the many legends' (Prentice 2), has been a 
talisman~c presence for generations of New Zealanders, her 'biomythography, 
this invention of the public Frame . constantly being added to' (Evans, JNZL, 
19) and continuingto refine itse1f;it.s elements assembled from her writi& . " 
and from~the'circurnstances of her life, versions of which . . .  quickly pass into 
. . .  . . 
. . 
public.pssession in a small community. The first of theseelements is the 
. . 
knowledge thatshewasincarcerated, for most ofher twentiei, as a committed . ~ 
patient in virious asylums, and that she was reprieved at the eleventh hour 
from leucotomy; as a result of a hospital superintendent's discovery that her. 
short stories had won a'literary award. Tlus:primary narrative arinoiuices both 
. . 
what is a stake -. siu%ival -and the manner in which the work-is to:proceed 
-by a process-of recognition and reprieve. The 'biomythography', as Patrick 
. . 
. .  . 
Evans describes it inhis essay 'The Case of the . Disappearin'g~uthor', .. shows 
. . 
. . 
this process 'is a relation between Frame. and the world that receives her 
writing, but the process happens first, and repeatedly, as part of the writing 
itself Experience is articulated, mapped in such a waythat re-evaluation, re-. 
cognition~becomespssible, , ,  . and further articulatidri b&pmei poss~ble 'fro~ 
this new position (followed by further recognition, and so on). . . ' . . 
Frame recognises the structures of linguistic order'that determine subjectivity 
in hei world, and in recogn~sitig them she gives herself . reprievefrom . them: 
Like the Greek raconteurs described by Certeau, for Frame, stories 'are ' . 
. . 
already practices. Theysay exactly what they do ... Thestory does not express 
. . 
. . 
a practice. It does not limit itself to telling about a movement.It makes it' .. 
(~ert&u, Practice, 80-81). Further, this "mt ive  experimentation eatshe ,' 
says 'saved my life"(AMT 106) hasalso changed linguistic structures around 
. . 
her for good. Because fictidn exists in the public arena, . . gain.'made by a wfit'er 
are accessible tdthe whole community. InFrame'scge, thiseffect is 
. . 
accentuated by anotherelement' of her legend- her reclkive habit. of life, 
... . 
which brings a sense that noone ever knows, for sure, where she is living, 
. . 
although rumours abound, and a retrospective glamour surrounds a series of 
small towns throughout New Zealand as a result of the revelation that she did 
live there, for a time She exists as a condition of pssibllity diffused 
throughout the landscape, an 'absent figure' like the 'common man' to whom 
The Practice of Everyday Life is dedicated. 
. . .  . . 
. . 
Ffanie's tiakrative$,.like . those of theGreek storytellers, bin be read as . .  
practices 'privileging two "figures" .:; thedance andcombat' (Certeau, 
. . 
Practice, 81). They refine knowledge of the 'proper order! - the arena of 
. , 
. . 
, . 
combat- so as to elaborate kithinit a spa=e of iubjective freedom -the 
dance. It's a guerrilla movement: presiding over the novels is the figure of a' 
. .. . .  . 
survivor, an escapee, a trickster who has 'entered into the movement' of her 
. . 
ownstqry's necCSsity..Her first two novels, Owls Do.Cry (1957) and . . Faces in 
the Water (1961) are surveys of the battlefield. They infiltrate theorder . 
. of 
New zealandits a forriier colony to reveal its town plan - every structure, . .  , 
facing Home- thus functioning as '"mirror-writing" that will reveal 
[the]occultation and silence' (Tan28) imposed by the colonial regime. Small 
town'life is shown to be determined by varieties.of received wisdom from 
. . 
elsewhere, whether in the form of the aesthetic truths of English literature or 
the ethics of a folk Calvinism. 
. .  . 
Owls D o C y  maps the 'proper . . order' of  possibilities for the . . childre" of the 
... . 
. . 
Withers family - how one must think and act.in order to take a place in the 
adult wbrld. Toby, ~ r a n c i e i ~ a ~ h n e  and Chiiksnegotiate their relations to the . . 
. . .  
proper ordei as it is voiced by their parents. Bob and Amy Withers speak in: 
. .  . 
collections of aphorisms, quotations and dictums phrases, 
strung together. Bob, 'who did not go to Church but knew what people 
thought' (ODC 33), voices' collective law, while Amy voices'collective 
wisdom. Through the withers children, Frame explores various attitudes of 
, . 
. .  . 
acquiescence or rebellion, as they face the disjunction be t~een .~&nta l  order 
. . .  
and their qwn experiences and desires. To be u~abletoalign oneself with' 
'. 
, . 
received meaning systenis is to be marginalised. . . 
OwlS Do Cry recognises ways in which order is enforced, and the reprieve 
which follows this recognition is achieved not through the demonstrated .. 
suivivalof any of the characters, but through subversion of language . . itself, 
. . 
and through the presence of the invisible survivor-storyteller. . 
. The novel's 
. . 
form is already articulating street level experience;within its accbuntof social 
and linguistic povertythere are already experiments which hint at of, 
. . .  
, . .  . . .  . 
the invisible survivor;storyteller and others like her who, as Certeau says"of 
the indigenou'slndians of Sbu@ America . . 
. . 
. . 
made of the rituals, representitions, and laws imposed on them : 
sqni&thiig quite different from whit their conquerors had in mind; they 
. . 
, 
subverted them not byrejectingoralteiing them, but by using ihem with 
respectto ends and referencei foreign to the system they had no  choice^ 
. . 
. . but toaccepti (Certeau;Practice, xiii) 
. . 
. . 
. . 
. . 
Linguistic rituals which . . organiseperception are subverted by Frame, bnpging 
them'into a new objectivity; for example, in the use of quotation that alters the 
. . 
experience of formulaic language, creating echo-effects, turning words over,' 
like Certeau's Marie-Jeanne, who "'probably likes to use certain words for the 
sound that they make in her niouth aqd.ears"' (Certeau, Practice, 163). 
. .  . 
.- , Toby W a s  a sick boy, himself, who took medicine, a teaspoon in water 
after each meal until his mottier found oui what the writing on the : 
. .  . prescription meant.. And then, . . .  . . 
. . .  
- -  Bromide, she'said. Drugs. . , , , . . . 
. So whenever the bottleof mediche c&e, in twos or repeats, Toby's 
mother said. - . . 
-No child of mine, rio child of mine will drink this fi'lth; and she 
- 
broke the seal and popped offthe cqrk and poured away the thick '. 
. . 
. . 
mulatto fluid. (ODC12) . . 
. . 
. . 
Quotations from a.ipoken and:written vocabulary worn to trksparency; . . '3 
sick boy'; 'a teaspoon in water'; 'no child of mine':'these elements are. 
reconfigured as a kind of . litany . by repetition or by leaving the words standing, 
signifiers, sounds forced to carry the full mystery of their motivation. . . . . 
'Bromide'; a sound whose context gives it immense, inchoate resonances, 
. . 
menacing, magical. A new objectivity, but also a reminder of language as a 
physical'medium:Sounds, plays on'and with woids are a refinder to the 
. . .  . 
'mpmaker that objects that make:up the 'picture: have their own material 
. . 
existenceandnecessities, 'which remain invisible, arid which cannot be .. 
assigned fixed meanings. It isthrough sqund,then,'that Frame keeps track of 
how andwhen the particular; the local, the bqdily, the everyday is able'to 
. . 
persist in the panoptically mapped'and organised city of language. So she has 
. . 
the central character in Faces in the Water, aifinmate of the asylum, describe 
her discovery of the dance of the 'permanent patients': . . .. 
. . 
. .  . 
. . 
I watched from the special table, as from a seat in a concert hall, the 
raging h a s i  of people perfoiming their violent 0rchestration:of unreason 
. .,. .. ... , . . . 
that seemed like a new kind of music of curse and cry :.. and the 
. . .  
. . 
movement was a ballet, and the choreographer was Insanity. (FW 90) 
. 
These narratives enact a double reprieve through recognition -that of the 
invisible storyteller, understanding that it is possible, as Certeau theorisis in 
The Practiceof . . Everyday Life, tq 'escape without leaving' by altering the 
ends and refererides . . , of experience, and that of the poweilessoneS of her stdry 
who enact this understanding; creating a space for the dance out of their need 
aidcapacityto'hear 'new music' where there was none.The novels delineate 
ways in which languageis used as'a coercive . 
. force, exploring the confines of 
family and asylum, but the fact of their existence also signals the presence of 
a survivor, the invisible trickster-storyteller. Frame's own legend is the 
ground from which these stories rise, and it declares her connection with the 
world her characters inhabit. 
. . 
Faces in the Water,appearing four years after Owls Do Cry; follows the fate 
of adults Who are unable to acquiesce;ind begins an explorationof how '' 
survivalmight be accomplished. Forthese adults, t e h e d  insane, the proper 
. . 
. . 
order is literalised in the confining structuresof the'asjlum. ' ~ a k i n ~  
something' of their surroundings consists in their capacity to hear openly, 
. . .  
back and forth across the acoustic border of the thinkable; the book's narrator, 
, . 
, . 
Istina Mavet, listening to the sounds made by her fellow-inmates, . . .  begins to 
understand that improvisations on available language might be a way . . .  to 
esiape without leaving. This pro=ess in-which words becdme sounds, and 
sounds become words i s a  reminder that language is a bodily medium, '&sing 
. . 
from the ground of experience and conktantly , . modulating itself tci that . 
experience, creating. 'a new music'. Paradoxically, recognition of the. . ' 
possibility of agency is accompanied by recog'nition that subjectivity itself, 
. . 
formed within the proper order oflanguage, is as pqwerfully =onstraining as 
. . any external structure. 
In her study of ~ r a m e ' s  novels,~u&th Dell Panny's chapter on Faces in the 
. . 
. . 
' . Water approaches the text in terms of its'three phases of acatabasis or 
descent, in which Istina descends into her own being' (Panny, I ~ a v e  whatI ' .  
Gave, 30). each corresponding to a different stay in a mental institution. 
Panny describes 'the deepest level' of Istina'sdescent as being reached during 
. . 
her time in ' L a w n ~ o d ~ e ,  the refractory v&d' (FW 89) when stie 'develops 
the understanding thatmany humans suffer insanity as "the product, in the 
. . .  
. . 
beginning, of cnide longingdug out from the heart"' (Panny, I Have What I. . 
Gave; 32-33). In the refractory ward, a m ~ n g ~ t h e  'raging' screaming fighting . 
. . 
people' (FW 89) Istina recognises, in other words, the equation -insanity = 
'crudelonging' - that constructs subjective viability dr in this case, non-. 
viability, and engaging in a kind of emergency course in ~aussurean ' ' . ' . 
linguistics, she recognises its basis in language. And so it is possible to begin 
the long exploration of how we assentto inhabiting'inherited structures of 
language, and how it might be possible to modify them or leave them 
. ~~ 
altogether. . . This realisation brings awareness that the asylum is no longer . 
. 
neceisary as an image for the fate of the rebellious: Istina is not subjected to 
the lbbotomy she hasbeen threatened With and is permitted to leave. ' .  . 
. . .  
The third novel, The Edge of the Alphabet (1962), begins a figuration of 
subjectivity and language practices as instruments of imprisonment, and the 
narrator introduces herself as someone who lives 
at the edge of the alphabet where words like plants either grow 
poisonous tall and hollow about the rusted knives and empty drums of 
meaning, or, like people exposed to deathly weather, shed their fleshy 
confusion and show luknous, knitted with force and permanence (EA 
. 3) 
The world of the Withers family is once more the ground of the book, but this 
. . 
time the s& ryteller is present in the person of the narrator, Thora pattern, 
giving an account of her 'journey of discovery through the lives of three 
people' (EA 4). The recognition arrived at in the course of this journey is that 
discovery of speech adequate to the experience of the marginalised is still a 
kind of death: to break the confines of subjectivity is to allow it to die. 
. . 
. . .  
The edge'ofthe alphabet where all fo@ of cornniunication between the 
liling are useless. One day we who live at the edge of the alphabet will 
find our speech. (EA 302) 
The novel can be read as a sustained meditation on what it means 'to survive. 
That is, to die' (EA 9 3 ) . '  The three subjects of Thora's journey of discovery 
represent, as Gina ~ e r c e r  puts it in her study of Frame's fiction, a 'selection 
of death options' (Mercer, Janet Frame, 59) in relation to 'two choices for the 
marginalised: to submit, and bury alive their difference - a slow death; or to 
suicide and die independently and quickly ... [a] creative act' (Mercer, Janet 
Frame, 63). This summation of a range of options can be usefully applied to a 
reading of the novel that understands one of its major concerns to be creativity 
in language as an issue of survival, presented through a complex figuration of 
. . 
the raw materials of the writer's craft -the wood that becomes paper. Pat 
. . 
. . 
Keenan isrepresented is 'surviving' by choosing the living death of safety. In 
. . 
a dream, the wood that he finds is in the form of wax safety matches the size 
of 'faggots or walking sticks' (EA 69) that turn him into 'an old white-haired 
' Use of 'contradictory terms so as to pi-cdvcc what Certeau wlls "split vvords" (mots cliv6s)' (Aheame 108)'ir a 
feature of mystic texts as analysed by Ceneau. 'Such figins are eff&tivc less &ugh what they directly signify (this 
is precisely what they do not do) than rluough a movement which they pmduce in the reader, a farm of passage 
thmugh and beyond a linguistic space. The reader ... is drawn into a rhetorical pmcess of divergence, dissonance and 
alteration' (Aheame 109). 
man tottering along with the aid of the  stick"(^^ 70). The only transformation 
. . . . 
of this material is:into.the.blank . . paper.of the statione'ry . departmentwhere . .  he 
. . 
takes a job as'supe.wisor' (EA 278) -he is stopped completely,'no longer . , ' 
even tottering towards his own speech. Toby's raw materia1.i~ the resistant 
wood of his body, contortedby epileptic seizures: . . ,  . 
. .. . . . . 
~. 
. . 
. . 
.. . 
, . . His -.was snaking, not a human arm, but a branch with twigs for 
fingers. (EA 4) . , 
Sometimes Toby felt the words moving in his arm, down his arm into 
. . 
hi$ hand,. wriggling..: He'could do nqthing to help theni' (EA 74). 1 
. . 
, . .  
Toby longs to writethe history of the Lost Tribe, but does not have the skill to 
: , 
do it. Hiswords remain unwritten, 'as if he were an entire forest, withthe Lost 
Tribe inhabiting him' (EA:4). Like the Toby Withers of . Owls . Do Cry, he is - '. 
'journeying half-way which is all torment' (ODC 83). . . . ' 
. . 
. . 
Zoe, speaking about a moment she experiences as 'the core of her life' (EA 
239) when on board ship an unknown sailor rushes into her cabin and kisses 
. . 
her, figures her'experienceof transformation in  terms of its place in the forest: 
. . 
. . 
. . 
. . . . 
' 
.' -Ttiekiss is:..: my meaning; my tiny precious . .. berry from the one branch 
of a huge tree in a forest where the trees are numberless. I need to walk 
in that forest ... I need to build a house,.? tower, undei and through the 
silver leaves into the sky. (EA 239) 
She is represented as enacting the literal suicide of her former self by creating 
something from this experience - a sculptured world made from the silver 
paper;lining a cigarette packet: 'it wassilvertrees and people:.;. lost in the 
forest' (EA 271); Zok hasbeen ableto represent herexperienceqf the bodj's 
. . 
forest, and of the possibility of being lostthere, transforming this materialinto 
. . 
precious silver, but it makes, i sshe  says; 'the loneliest shape I have ever seen 
... I create ..: but no one Sees' (EA 271). She has broken through to her own 
death in the construction of a world she can gesture towards, but neither she 
nor those with her whbchoose other'lives' can speakabout. 
. . 
. . .  .. 
. . 
. .  . 
Thora Pattern's voice is witness to all three possibilities - unwillingness to 
speak, inability to speak, isolationthrough speech - and it gives proof that it 
. . 
is possibleto speak from beyond the grave, tocreate and beseen. In the. . 
publishedversion of The Edge of the Alphabet,a . . 'note' on an unnumbered 
page preceding Part One explains that themanuscript of the novel has been 
. ' 
'found among the papers bf , Thora . Pattern after her . death ' . '~ina . Mercer points 
... . 
out that this passage isomittedfrom an earlier manuscript'version, &id thit 
since the novel's 'rihbiguitj a"d conceptual suggestii.enesi i r e  severely. .. 
underitit by the knowledge.of ~ h o r a ' s  death' (MerCer, Janet. Frame, 69), the 
. : 
. . . .  
addition was probably made as a result of editorialintervention described by 
. .  . 
Frame as occurring . . in  relation to the novilas a whole.* This obielllition is. 
especially applicable if, having made the point via Zoe Bryce that creative 
activity inlanguage brings about a kind of subjective death, Framewants'to 
begin examining,' through . . Thora, what kind of afterlife in language is 
possible. . . 
. . 
The follbwing novel, Scented~~rdehsfor  the Blind (1963), examines . 
. 
what it 
is thatmust die inorder tomake speechpossible. In . .. an image that returns 
. . 
attention to the body, as ground of experience and articulation, the central 
. . . . 
character, Vera Ghce, in her attemptto lift 'the curse of silence' (SGB 9) that 
has fallen on her daughter Erlene, describes the speechless body as one that is 
mapped like Certeau's city: 
1 placed before me adiagram of . . .  the humanhead . neck and chest, drawn 
. . 
to SCale, with the tunnels of Speech andbreath so gay in their . . scarlet : 
. .  . .. 
1ining;and ignoring the arrowsdarting from, right and left to stab at the 
. . . ,  
. . 
listed names of the blue and red and pink terriiory, I moved my finger, 
. . 
. . 
'When the agent a d  publisher received the typcwript of 7 7 ~  Edge of rhr Alphqbrr, the agents suggested I omit o?c 
chapter, the publishers ihat I enlarge the same chapter, here weit otkr conflicting suggestions somcof which I .. 
. . diffidently lried to follow' (EMC 138). 
walked it along the comdor, trying to find the door into speech, but the 
I . . 
diagram did not Show. it; (SGB 10) . . . . . . 
. . 
. . 
. . 
. . 
. ... 
. . 
This image c+ be read as a description of how 'the vast murmur . of . the ' ' 
everyday'. of subjective experience - 'this cultural activity of the "oh-. 
. . 
producers of culture, an activity that is unsigned, unreadable, and 
unsymbolizid'(Certeau, Practice, xvii) -cannot be'shown' on the map of 
assigned meaning, Theplace of struggle to find a voice for such activity is the 
territory of 'mystic speech' describedby Certeau in.the essay of that naine 
, ... . , 
from his co1ledtioh'~eterolo~ies:~his s@eech:tpioliferates in pioximity to a 
.. . . 
loss' (Certeau, Heterologies; 80) .- . imaged by Frame.as incirceiation, lossof 
. . .  
. .  . 
. .  . 
agency, whether inthe asylum or as 'captives of the captive dead'.(EA 302) 
within a collective world-view that does not meet the needs of kipenince. In 
this sense, all are inrirginalised by available language, . 
. since it cannot . . 
articulate the 'everyday' of anyone. . . As Certeau reminds us, 'marginality is 
today no'longer limited to minority groups,but is rather massive and . , 
pervasive' (Certeau, Practice, xvii). 
For Certeau, the attempt to 'find our speech', then, marks a trajectory of 
desire; since, &he articulates using the wordsof St ~ o h n o f  t h e ~ r ~ ~ s ; ' " ' ~ t  is a 
. . 
difficult~andtroublesome thing for asoul not td understand itself or to  find.' 
none who understand it"' (Certiau, .. . Heterologies, 88)..T?b& signed, readable, . . 
symbolisable is acondition of being ceded existence - being 'understood' in 
the mapped world - and it is this longing which moves the unsigned body 
towards language, risking bestialisation or demonisation as it enters that 
polarised realm. In Scented Gardens for the Blind, Vera Glace describes the 
experience of this risk: 
. .. 
. . 
. . 
the book said, it may not be speech which emerges, it may only be a cry 
suchris a-bird makes or a beast:luiking in the trees at night, or,loneliest 
. . 
of all, not the cry of a bird or beast but the first uttering of a new 
language which is understood by no one and nothing, and which causes 
a smoke screen of fear to cloud the mind, as defense against the 
strangeness.(SGB 10) ' 
. . 
. . . . 
Because soqnd. can belong,to the bolledtive world of ~. assigned meaning and it 
. . 
can also comefrom the.worldofthe:'cry', it can be:a vehicle like the . ... 
rnetaphorai, the Greekbuses and trains of the chapter 'Spatial Stories' in The 
Practice of Everyday'Life, as Certeau asserts in making an often-noted point3 
regaiding metaphor as vehicle in the construction of meaning. !To go to work 
or come home, one takes a "metaphor: (Cegeau, Practice, 115). Sound . . ' 
establishec the principleof mobility, capable of making dnd of moving the 
. . . .. .. . . 
boundaries of meaning,since 'boundariesaretransportable . . limits, and 
:... . 
transportaiionsof limits; they @e also'ketaphbrai' (~ert iai i ,  Practice, 129). 
We move ourselves if we can learn to hear and understalldthe cry & a 'first 
uttering'. But the 'smoke screen of fear' remains a prbblem. A practice is 
neededthat can respond to this fear, a storying tactic that combines agility 
with mobility, moving in under the screen and away again before the firing 
starts, giving the experience of new language before resistance can be set up. 
The storyteller must slip around and under her own and others' fearful ' . 
. . 
defences. In Frame's narratives, this iiachieved by allowing the cry to emerge 
from the narrative from time.to'time, as a reminder of where language comes 
. .  . .  
from; 'New language', 'when it is finally heaid'in ScentedGardens for the ' . 
Blind, gives voice tothe cry, what Denida calls . 'that . which one . has . always 
excluded, pushing it into the area of animality or of madness' ( ~ e m d a ,  
Grammarology, 166). or what Tessa Barringer in her Kristevan analysis of 
, . 
Frame's writing describes as 'a primal sound ... refusing to repress and deny 
her foundation in the primary processes of the chora' (Bqinger 86): . ' 
'Dr. Clapper ... moved nearer to catch the new language. He heard it 
clearly. "Ug-g-Ug. Ohhh Ohh g. Ugg." Out of ancient rock and 
marshland; out of ice and stone.~(SGB 252) 
. . . . 
For example. in Jacques Lacan. 'Agency of the lifter in the unconscious'. feri11: 'rnclaphor o c c k  at lhc precis= 
point ar which sense cmcrgcs fmm "on-wnrc; Ihal is, at Ihal fmnticr which. Frcud d i scovcd ,  when c m s e d  the other 
wny produces the word in French is lhe word par cmllenec, the word lhnl is simply the signifier "crprir'" 
(Lacan 158). . ~ 
These animal sounds are signatures of the body supplicant which we turn 
. . 
. . .  . 
awayat ollr peri1,riskirig Ge~possibility if we do refuse them of d i s k s i n g  
. . .. 
. .. 
fan angel in disguise'. (TIL-34),:messenger o fa  renewed self. The 'leitmotif in 
. .. 
. . 
. . 
Veia's mptiologues' (Delbaere 104)of the nursery rhyme "Hark! Hark! The 
dogs do b a r m e  beggars are coming to town" can be read as presenting this 
understandingthrougha conflation of the hima1 with the beggar, whose 
. . 
recurring image in Scented Gardens for the Blind, Jeanne Delbaere argues, 
figures . . the persistence'with which 'a foreign element knocks atthe door of the 
. , .  . . bamcaded self (Delbaere 103). . . .. . . , . . .  . 
. . 
, .. 
. . 
In.thenext novel, too,-The ~dap tab le  Man (1965); the motif of the animal call 
is continued, i s the  prologuesimultaneously introduces character? one by hie 
. . . . 
. . 
in the first' person and reduces . . them to the cry: 
. . 
I, the Reveiend Aisley Maude, 1ate.Vicar of St. Cuthbert's [...I I, Russell 
Maude, dentist, s ta~p~collectqr  [...I I, Botti Julio, Italian f q n  worker 
Certeau offers a helpfulway to think about the effect' bf the . . cry when he says 
'ivofds that become sdundsagain .:. arethe reminisc&nces of bodies lodgkd in 
. . 
ordinary language and marking its path, like white pebbles dropped in the 
forest of signs' (Certeau, Practice, 163). Sounds, whether of pie+ure of pain, 
are 'points at which voices slip into the vast book of our law' (Certeau, 
Practice, 132). 
Along withthis pattern of 're&niscknce7, in The ~ d a p t a b i e ~ a n ,  . . .  . . Frame 
elaborates anidea that first emerges in Scented Gardens for the Blind - 
. . 
. - . . 
. .  . 
. Some.tum to the future, otheryto the past,others remain i n a  perpetual 
. . 
historic present. Edwaid was always out of step with accepted ti4e;it 
was his way of keeping alive. He chose the past as some people choose 
. . 
a favourite spot to live and die in. (SGB 27) 
She begins to theorise a subjectivity characterised by folding, carried out in 
what She calls 'the caldron world of the witch-novelist' (AM 3).:~Pui%,uingor 
. .  . 
fleeing from an idea: (AM 4),experiments in subjective adaptation are'carried 
out byidentificationwith values and necessities ofparticular ti.meiperiods and 
places. Certeau's treatment of Freudian ideas'of displacement4 offers a way.of 
. . 
. . 
. . 
thinking about this subjective-tactic as approach to 'using' available 
language: 
'The user. of a city picks out certain fragments of the statement in order 
. . 
to actualize themin secret." . . 
He thus creates a disc~eteness, Whether by riiaking choices among the 
. . .  
signifiers of the . spatial . "language7'.or by displacing them through the 
use he makes of them. He condenins'certain places'to inertia or 
. . 
disappearance and composes with others spatial "turns . . of phrase" that 
are "rare", "accidental" or illegitimate ... In the frameworkof . '' 
enunciation, the walker constitutes, in relation to his position, both a .  
near anda faf,'a here and a there. (Certeau, Practice, 99) 
. .  . ,  . 
. . 
.. . 
Features of Frame's writing contributing to an altered organisation of 
subjectivityas figured by Certeau are summarised by Brice ~ i n ~ ( a l t h o u g h  
. . 
chaiacteiised by him as part of astylistic 'fault!): . , ' . 
organisa'tion by theme and syinbol rather than by linear narrative 
ordering, the events ... seemovercharged with obscure significances ... 
. . 
Frame often ... [usesldashes ;.. linking elliptical Comments in a manner 
suggestive of arbitrary mental associations' (King 117-18): : . . . ' 
. . .  
. . 
Semantic patternings'of .. . subjectivity; the actiLities of memorylimagination, 
based on a metonymy of desire - this connects With that -become the next 
vehicles; rneraphorai which 'traverse aidorganize p1aces;'they select and link 
Lacan, &s: "'displacement" ... that veering off qf signifi&Uian that we see in metonymy, and which fmm its fin[ 
appearance in Freud is represenred as the most appmpriare means uwd by thc unmnsciou to foil anionhip' (Lofon 
160). 
them together; they make sentences and itineraries' (Certeau, Practice, 115). 
. .  . 
In this sense mernorylimagitiation p e r f o h  the same fu'nciion as Certeau's 
oia1ity;charactefised bythe '''returns and turns of voices'" (Certeau, Practice, 
. . 
156). Folds c& be created in timelplace, distant events may touchone another 
id . . spice 'organised'. . by . desire. As.'the.narrator of The ~ d a p t ~ b l e ~ a n ~ u t s ' i t :  
. . 
Human beings will forever imagine there is but one entrance ind exit, 
when the years are perforated with them - rat holes, escape holes, 
doors to wonderland. (AM 56) 
. . 
. ~ 
Echoing the Withers 'family' of . . responses to the constraints of available 
language; The Adaptable Man explores-a 'family' of subjective states . which . 
attemptto claim some age"cy with regard tp which linguiitic stkctures they 
are surrounded by, organising themselves via chosen timelplace 
identifications. The Maude family and their community, the East Anglian 
village of Little Burgelstatham are the instance of this subjective array, which 
includes identification with other times and places and with the present. They 
represent varieties , of . capitulation and resistance, just as the Withers family 
. . 
40, but in the context o f 8  deliberate mocking of themurder-mystery genre. 
. . 
. . .  
. . 
The brothers, Aisley and ~ u s s e l l ~ a b d e ;  both identify with timdplac&s 
. . 
conceived asantitheses of the present.'~he'clergyman Aisley connects with . a . 
specific past and place: St ~uthbert 's :~n~lo-saxon ~brthumbria. undergoing 
a crisis of faith, he experiences the terrifying non-s'pecificity of a present - . 
where familiar meaning~structures have disappeared: 
I perceived, as insects and men may, the immensity of space and sky 
.. . 
. . 
uncovered, I felt a sense of loneline'ss; of chatiged.destination, . . of.. . . ' . 
. . .  
confusion in the faceof so much exposed time.racing unexplained, . . 
unharnessed, . .. 
. . aswind and cloud; finally I was overcome bya desire to 
. . 
return :.. (AM 5) 
. . 
Deciding to 'set himself in a lonely place as bait to attract the meaning of 
meaning' (M. 24 l), constructing a ~ retum in-order to be 'rid of the' . . ' 
. . 
troublesometenifying yeas'  (AM 77) His method of 'organisation' of 
. . .  
subjectivity is to choose a timelplace characterised . by . what he perceives as 
relative simplicity: 
he has whittled away the world, the people, the land, the time, and 
because simplicity itself must have an end, he has arrived at himself, 
close to the first fluid world, the sea; he is inhabitant of an island, 
gazing through the grille of loneliness at the few cunous observers - 
thesea; the marsh birds, two seals; he re-enacts' the life of St Cuthbert. 
(AM 77-78) 
Conversely Aisley's brother, Russell Maude, is in flight from too-specific 
experiences of 'this modem age': 
war had acted on him like a drought, draining and parching. He had 
withered. Anticipation and satisfaction of pleasure, a spendthrift salt 
seminal energy, tears and tastes of pain, had been sucked up by fire- 
bombs burning like the sun. (AM 85) 
His response is to search for a diffuse not-present that can be compared with 
. . 
the search of Certeau's mystic for 'a way to get lost' (Certeau, Heterologies, 
80). becoming obsessed with the placelessness he can attain by following his 
. . 
interest in stamps of all nations, and with the enduring qualities of the teeth he 
cares for in his dentistry practice: 
I don't have to hold conversations with the present or with posterity. I 
leave it to the teeth. Theytalk well enqugh without tongues br throat or 
face o i  flesh. Teeth froma million yearspast are still talking - and 
telling. (AM 87-88) 
A third kind of resistance is that shown by the farmer, Vic Baldry, who rejects 
. . 
. .  . 
his surroundings in  favour of a different place, rather than a.different iime or a 
momentoutsidetime. Vic.lives 'in a state of geographical bigamy'.(AM 29) 
. . 
. . 
having visited ahd fallen inlove withAustralia, antithesis of.'English . . 
. . 
landscape' which . . . . , . 
. . 
. . 
depressed him more and more; there'was nothing to struggle against, 
there were no real mountains, no desert where a man could die of thirst 
and never be found; there was no roo@ in England for a man to 
exierience all the e'motions thatwirepart of his natuie. (AM 165) 
. . 
. . 
.. . 
These three, then, offer a set of resistancesand part-risistancks, refusals to 
'adapt', that correspond to the refusals and part-refusals of Daphne and Toby 
in the Withers family of Owls Do Cry, Toby (again) and Zoe in The Edge of 
the Alphabet and Erlene (as part of Vera) in Scented Gardens for the Blind. 
Russell Maude's wife Greta and his son Alwyn, on the other hand, identify ... .
with the murderous, levelling uniformity of the present: 'an age in which 
genocideis thibasis of survival', (AM 149). Disturbing influences, 'foieign 
bodies';human or otherwise; must'be exterminated, here ahdnow. Greta's 
. . . . 
. . .  . . 
. . 
. . focus is on . the . garden: 
to the cultivation of vegetables and h i t  she brought as much modem 
knowledge and scientific technique as she could acquire. Her garden 
became her compensation for not being able to "modernize" Russell. 
(AM 85) 
. . 
Itwas comforting to return to a chartered world where the enemies 
could be located; stalked, and destroyed. (AM 129) 
. . 
. . . .  . ~ 
. . 
. . 
Alwyn'S adaptation to his.time consists in.an extreme . 
. 
identification kith the 
same spiritual andemotional 'draining and parching' from which his uncles: 
are inflight. He demonstrates this identification by killing the migrant worker 
. .  . 
. .: Botti Julio: . . 
, . 
: some'one.whom he'did not know, whom he had never seen in his life 
. . 
' . before, whom he neither loved noi hated; a man whoseonly : 
qualification for being murdered was that he belonged to the human 
, .  . 
race; (AM 149) 
. . . . 
The novel explores its characters' subjective 'adaptations' to the meaning- 
. . 
system oftheir owntime and place in teims of the 'singular' sets of 
. . 
connektioni they:make. Each choick in response te expenknce creates its own 
. .  . 
fold in time-plaie; Russell.and Aisley Maude and Vic.Bildry bring what is 
. . 
distant intocontact with the present by direct identification. Greta a n d . - ~ l w ~ n  
Maude are presented, because of their identification with the here-and-now, . . as 
inhabitants of a two-dimensional realm of scarecrow figures, 'the grotesque 
race ... a man-made shape of men ... crimson aluminium foil ... men without 
bodies ... whirling faster and faster to satisfytheir deprived senses' (AM 14). 
But even they summon the past by excluding it. Reorganisation of space into 
. . . . .  
. . . . .  
sentences 6f desire b"tigs'aradicilly altered experience of relation with the 
other; since any act of negative desire.isalso a suinmrjning of . . what is rejected, 
. . 
like the chattering thoughts of a.Zen novice in search of 'no mind'. . . 
. , 
' - Death solves nothing. An exterminated race is not a vanished race; an 
a'ssassinated ruler does not cease to exercise power. These are - . ' 
conmionplaces, but men everywhere continue to:equate killing with 
. . . . 
. getting rid of ... Botti Julio persists. (AM 149) '. 
. .  . . . 
In.The ~ d a ~ t a b l e . ~ n ' n ,  s ~ m e ' ~ o s s i b i l i t ~  . , .  of agency, some mobility of 
subjective identification is hinted at. Frame makes it clear, however,that 
insofar a s  thismobility is motivated by a desire to exclude the available 
language of certain iimeS and places,'it will always fail. The next novel, A 
Stare of Siege (1966). takes up this idea of the impossibility of subjectivity 
predicated on exclusion. The title of A State of Siege describes the'resuit of its 
. . 
. . 
36 
main character's attempt to shut out from her . . life . . .  everyone . .  and everything she 
. . .  . .  
has known. Malfred Signal, fifty-three years old,iaintei, artteacheiih the 
townof Matuatangi in the South Islandof New Zealand, retires to the. . '  
. . 
'paradise'. island of Karemoana off the coast of the North Island, having 
. . 
. . 
nursed her mother through.a'last illness: Her move is conceived a's:'a 
pilgrimage againsther nature and her family, e s ~ ~ c i a l l y  against her family' 
(SS S), in order to make possible the constnibtion of 'her own "view" set 
against the measuring standards not of the eye but of the "room two'inches 
behind the eyes"' (SS 8): 
. .  . 
, . It was only the night her mother was dying .. that she realised what she 
had hissed seeing by her dutiful habit of looking. (SS 16) 1 ' ' , , 
. .  . . . 
. . 
. .  . 
.. . 
'Seeing' according to the 'New View' (SS 19) involves the construction and 
articulation of a visual language that does not simply repeatgiven 
formulations, but includes the experience of the seer: 
She'd painted the plains, from sight and from memory, and people had 
admired her paintings. Yet she knewinow, that in none of hei paintings 
. : 
had she'ever described the way the plains submitted, a world without 
walls save for the western, dark blue rimof distance, io  the invasion of 
light and air and snow-coloured . . water. (SS 17) 
The hope of finding this way of seeing figures a hope for the possibility . 
. of 
tactical 'use', in Certeau's terms, of available linguistic constructions of 
. . 
experience, just as the 'new language'of earlier novels does. Just ai Aisley 
and Russell Maude did, Malfred hopes that.the NewView will be achievable 
if she can attain subjective.a'gency tiy choosing a timelplace uncontaminated 
. . by.customary ways of seeing. . . . . 
. .  . 
: . . .  
The novel traces Malfred's first days on the island, following her as she settles 
into her house and begins to orient herself to the island's light and weather, 
constructing the framework of a life that can support her New View, a process 
which culminates on the fifth day in a sensation of readiness to begin painting. 
. . 
The:explicit connetion betweenthe passing of Malfred'sdays on the island .. ... 
aIld the dais  of creation inthe book of . , .  Genesis . is pointed out by Gina Mercer, 
with reference to one of the typescript versions of A State of Siege: : .  . 
. . . 
. . 
.. . , 
. .  On the afternoon of the fifth'day Malfred (counting her days on the . . 
, ' island* the prophets had counted the days of creation) felt it the tips 
of her fingers the urge that canie when she needed to paint (Mercer, 
Janet Frame, 117) . . 
. . 
As well as representing, as Mercer suggests, a godlike creative decision to 
. . .  
. . .  , 
I[fill] the sea with life' ( ~ e r c e r , ~ a n i t ~ r a m e ,  118) on the biblical day o f .  
. . .  
creation of sea-creatures and birds, Malfred'schoice of the fifth day canalso 
be read as arisingfrom her understanding that one of the conditions of agency 
. .  . 
is that her re-creation of the world must exclude/preclude humans: 
. . 
The land is all I need ... We are so few in this country. It is the land that 
. .  . 
is our neighbour, the river's, the Sea, the bush that we have loved as 
. . 
ourse1ves:My . duty . .  ... is to paint what I see, and since'my landis 
. . 
sparsely populated'there'll6e no intrusion of people'into my scenes. 
. . . :,. 
Fifty-three is a ripe enough age to put aside entanglements with the 
. . 
human family. (SS 2 3  
When she begins to paint, though, . . she is appalled to realise that the New View 
is to consist in the 'impulse7 to re-present her human history to herself in ways 
that are terrifying in their unfamiliarity. Attempting a seascape she is 
. . 
. . 
compelled to incorporateelements of her past, mixing with the paint a tube of 
. . 
lanolin left over from'the time of hermother's illness. The 'remembered 
. . 
. . .  
horror' (SS 47)  of that time contaminatesthe work, despite the fact that,'as she 
, . 
tells herself, 'There are no people in my painting. No one couldmake out :...'.. 
. . 
the arm of someone heing drawn under by the waves' (SS 47).  This passage, 
which reialls the 'glimpse in the water,of a white' face or a moving limb' (FW 
150) that haunts 1stina Mavet in Faces in the Water. as sheconsiders the fate 
of those who do not survive the Still Life of the asylum, reminds us that to 
walk in thecity:of language iialways tomake sentences with what is 
available, what has gone. before, to renew by reofdering, andthat to walk there 
is also always to walk in company. To attempt to repreis existing structures i s  
to relinquish all hope of incorporating them with some degree of agency. .. 
. 
Once excised from her life,the difficulty hd'horror of Malfred'sconnection . 
with her 'human family' isexperienced as an attribute of the formerly benign 
natural world. To emphasise thisstate of affairs, on the fifth night, a storm 
comes, 'a hurling . . weight,attacking ..; the house, a being.whose ha&h tirkath 
. . 
could be'felt and heard' (SS 49). 
A Stark of Siegk articulates a recpgnition that repression of available language 
. . 
does not offer . a reprieve . any more than repression of imagination does. The 
. . .  
. . . . . .  
two merely offer differing models of h u i n ~  subjectivity; the latter . . . .
experienced as an inability to break free of confining structures, the former as 
an inability to create and maintain any stable sheltering structure at all. The 
latter is figured by Frame through a series of characters (Daphne, Toby, Istina, 
Zoe, Erlene) who have a sense of their own rea1ity;even if without agency. 
The former are figured by chatacters.ivho have sosurrenderedtheir own sense 
. . 
ofthe-world that thecentreof imaginative.selfhood is experienced as existin'g 
outside'them-in menacing form, either through the existence of 'mad, . .  . . . :. 
'resistatit' . . or qthenvise threatening characters, (Teresa, Pat, the Maudes) or, 
like Malfred, in the form of a humanised nature. To the storm outside . . 
~alf red 's '  houseis added 'a sound, a swishing as of footsteps on grass, &a 
. .. 
thunderous determined . . knockingon the back door' (SS 50) that'bould be, as 
she tells herself, 'Anyone from Anywhere' (SS 58). Throughout the night, this 
ilideterminate assauli . or . supplication'continues, creating conditions in 'which 
. .. . 
. . 
peopleind . . places of her life suggest themselves relentlessly. 
. . 
. . 
. . 
. , 
. . 
Recognition of the conditions of a New View comes to Malfred: in moments 
of quiet between bursts of sound, the storm and the knocking make possible a 
'new, first silence, emerging from emptiness, from nothingness' (SS 129). Into 
this'silence, the New View returns as new language, as-yet-incomprehensible,. 
breaking the siege, the distinction between inside and outside, silence and 
sound, the need 'to keep the storm out, to keep the stomfin'., (SS 82). Its 
breakthrough; . . whenit comes,takes the form o f a  stone thrown through the 
. . 
. ~ 
window, wrapped inpaper on.ivhich is written a meisige idin&kn&" but 
almost-decipherable tongue: . . 
Scrawled across the print, in red crayon,were the words, Help Help. ' 
She read the news ihat was not in any language she had learned: 
Soltrin, carmew, . desse . punifom wingering bnme 
. . . . . . .  
comnierij in dunnp, a farom q ferinwise lukher 
. . 
0 in ambertime 
who and done 
. . whone, whone. . . 
.:. Three mornings later, when they found her, both her hand and the 
stone held fast in her hind were ice-cold; she was dead. (SS 197-99) 
Recognition comes to Malfred as the death of her hopefor a new subjectivity, 
~ . .  . 
New. View, new language . . based onrepression of existing structures. . . Self and 
the experience of its other &folded together in such a complex way -in 
time, place, memorylimagination . . - that they must be experienced as a whole. 
Frarne.as masker-storyteller has smuggled in the experience of theother as a 
function of self. ~ecd~nition'and're~rieve off red by the agency of the fold is 
followed by further recognition that in the piocess of creating the fold,. , 
contiguous surfaces of self and other undergo the same transformation. . . 
The message on the newspaper is oveniritten by the words  el^ Help', 
underlining the mutuality of the folding process. Not oily does ~ a l f r e d  seek .. . 
to approach a new subjectivity, but the. constructing principle of language, 
. .  . ,, 
itself seeks'helpl too, in a movement reminiscent.of . 
. that desc&bed by thk 
. . 
Sufiecstatic Rumi: 'Not'only, the thirsty seeks the water, but, the water seeks 
the thirsty'. In this sense Malfred does fulfil the promise of the redemptive 
. . . .  
imagery described by Ruth Brown: 'On the third day, Christ rose again: after . . 
three'days; the . artist'(MaJfred)'iS . found dead; but the artist (someone) live3 
(Brown 56): From the beginning, in the. novels; this longing for'redemption is 
. . 
attribGted to aworld trapped within the conswctions of &&lable language - 
iri Owls Do 'Cry Chicksmeresa writes in her diary that Daphne 'sends back the 
. . 
letter I Wrote hir, and has written the wqfds Help !el; help i t  the end of my 
. . 
. . 
. . 
letter. As if I had to berescded' (ODCl01). The callforredemption . Of the' , 
. . 
constructed world is figured again in Frame's most recent nove1,'The . . 
. . 
Caipathians (1988), in which occupants of thevirtual realm of a computer 
. .. 
garnetrepeat the cry: 
. . 
' >  a stick figure darted to and fro on the screen dodging bullets and, when 
. . 
. .  . 
struck, falling . apparently . dead while a new stick figure sprang from the 
corpse to begin its life of dodging bullets, and now and then, deadly rays 
. . 
and pen-size missiles ... the stick:figure waiting tobe shot at big? 
dancing up and down andletting out a cry with each liap, 'Help, help; 
help!' (TC 46) 
The next novel; yellow Flowers in i h i ~ n t i ~ o d ~ a n  Room (1968) published in 
. . 
NewZealand i s T h e ~ a i n b i > d s , ~  examines how/.whether it is possible to , ' 
, : 
. . 
survive sucha deathlrebirth into newsubjectivity, new language: The Frame 
. . .. 
I'm writing, Frame.the survivor, says to herself, asshe wiites A State of Siege, 
'Yes yes, entry into the New View is a death, death of what has gone before, 
but we're talking about going on, here: what's it like, life after this death? 
What are the conditions under which new life is possible?' 
The central character of Yellow Flowers in the Antipodean Room, Godfiey 
Rainbird, is a young Englishman who emigrates to New Zealand, where 'his 
skin w6uld not be so pale and there would not be as much rain:& in the. 
. . .  . 
Tr'ossichs where he'spent the war years as an evacuee' (YF 3). He mames a 
New Zealand girlandhas two childrenwith her. One night; as he'iswalking 
home from a meeting, he is hit bya  car and killed. His wife Beatrice arranges 
' A  working tiUc hahat was superseded in later editions. 
his funeral and has a grave dug for him. Everyone - wife, children, extended 
family and friends - accommodatethemselves to the factof his death, but 
after thirty-six hours; Godfrey awakens' from what has in fact been a 
'deathlike coma'(YF 39). When he wakes, his experience of the world and 
others' experience of him is entirely changed. Not onlydoes he have to deal 
with involuntary possession by 'the idea of burial alive' (YF 59), but with 
being 'the source of all this inconvenience and tunnoil' (YF 72) to those 
around him. People are homfied, envious,curious, repelled by Godfrey, who 
has become a living reminder of the reality of deathltransfomiation. Yellow 
Flowers is.an octave, a resonator with Faces in the Water - here are the 
structures; not of the asylum; but of everyday life from which new language 
comes and within which it hasto exist. Yellow Flowers describes the near- 
absolute resistance to an altered way of being, both from the one who has 
undergone transformation, and from those around. 
Godfrey becomes fixated by the idea that he could have been buried alive (YF 
59ff), by the real possibility that transformation can be misinterpreted, and the 
transformed one relegated to a living death, in the asylum like Daphne and 
Istina, or in silence like ErleneNera, or in the grave-like 'antipodean room', 
quarter-acre home of the ' ~ a r n i l ~ ~ r o u ~  1964. Fleet Drive,Anderson9s Bay; 
the last house facing the harboui' (YF 8). In a discussion of what he dalls 'the 
art of frustrated momentum' (Harris 94) in Scented ~ a r d e n s  for theBlind, 
Wilson Hanis describes a 'sense of being stifled'that is 'implicit in categories 
of waste ... in the late twentieth century world', and which can be understood 
as 'a new suppressed emotion and remedial dimension' (Harris 94). The 
passage he cites from Scented Gardens is one in which Vera Glace describes 
the way in which 
When people moved ... they left their shape in air, as if they had been 
wearing the air as clothing ... one struggles out of air because always it 
fits too'tightly, ever since the first tight squeeze' of it zipped intothe 
lungs at the first breath, pinching at the tongue and the throat :.. from the 
. . 
first moment . . .  of living the air does not fit, it has just not been made to 
. . 
measure.. . the intransigentshape of air. (SGB 17) 
. . 
GodCey,-too;in aq attempt to 'suppress' the sense of being stifled by,a . ' 
. . 
!pres~ing until a man's chest unable to rise in breithing-cav&s in' (YF 60). 
becomes obsessed for a time with keeping still: 'I must keep my footing, he 
said to himself, not moving, not daring to move' (YF 89). Eventually, 
however, he is forced into a realisation that he has 'moved' irrevocably, so 
that he no . longer . conforms to the subjectivity he once experienced as having 
. . .. . . 
the,tranSparency of air: 'Even if I went in search . . of my oldself and found it I 
could not wearit;it would "Ot fit' (YF 112). He loses his job at the tdunst 
Office - 'Who wants their annual holiday booked b y  a former  corpse?"(^^ 
. . 
138) and is forced to into the 'remedial dimension'of the 'fight . to . keep'his 
share of ip&cel.(YF 141) having created it. He does this by heansof a ' .' 
reconstruction of the 'air' of available 1anguage.At first in his dreams; and 
then in waking life, the 'icy spelling' (YF 157) of things beginsto come io. 
him, showing him 'the word and its lining'. . .. (YF 159), as in the caseof a letter' . 
. . 
from Lance Galbraith, his employer i t  the tourist bffice, giving formal nqtice 
of dismissal: 
. . 
, . 
' .  DEAR MR. BRALNRLD, . , . . 
I hope that . you . will . . tundinad our tatty-duty in the tine-test of 
. . .  
. crustomb,the revalting public. The vents of the salt week have made it 
no longer soppible for me to plomey you. We golopsea for nay envi- 
consdience we may accuse you, a d  as sawderangar we have giikn you 
in lieu of oncite a moth's gawes,.a drunhed nopuds; sola a re-re-fence 
. . 
that may help in your lip-placation for another sopition. 
With grate gretei at soling aninconsectious and killidremiinb of our 
. . 
fafts, I merain , . . . 
. . 
. . 
yours failfulthy, . ' , 
. . 
. . .  . . 
. LANCE BRAGTHAIL 
How peculiar, Godfrey thought. It reads more truthfully in the cold 
spelling. A hundred pounds is indeed a moth's jaws to help us face the 
wolf at.the door. 
The only work ~ o d f r e ~ i s  able to fipd is a job that lie does at home, 
, . 
assembling plugs for electric appliances. His children are removed fromthe 
'family by welfare authorities; his wife becomes ari alcoholid and eventually 
. . 
kills herself. In this !journey through the lives: of the Rainbirds, what 
. . 
constitutes likeness acrossthe 'fanjly group'(YF 8) arid the social.world of 
which they are a microcosm is astiflingresistance . to'chinge. . 1n.a bitter joke, 
the storyteller seemsto suggest via the work's title that theonly ... . 'room',the. 
... 
Only space to befouhd in the novel's New Zealand,isexperiepced 3 a gr&e 
planted with'yellow and, gold flowers .;. [to] help withyou'r dreams'.(YF . . 
247-48). This' 'dead room' like Daphne's roomin OwlsDo C j  is constructed 
in conditions under which, like Zoe Bryce of The Edge of the A1phhbet;one 
can 'create ... but no one sees' (EA 27'1). Such a bleak response may be . . 
. . 
influenced, as Gina Mercer suggests, by Frame's recent return to New 
Zealand, 'the scene of the crime' (Frame, Landfall, 241), from Europe where 
. ~ 
she hid found'adequate'space for writing, and where . .  the . diagnosis of ' ' 
. . 
sctiizophrenia 'threatening her freedom ... had been overturned' (Mercer, 
Jatiet Frame, 123). Frame wrote Yellow ~ l o w ~ r s d u r i n ~  au&versity writing 
fellowship in . Dunedin, . where she had last been 'a waitiess at the Grand' 
. . 
(Frame, Landfall, 241). Mercer argues that 
no longer at the mercy of others, either as the "little serving-maid" ... or 
. . 
as the madwoman in the attic:.; Frame .;. is powerfulin her satiric 
. :.. 
criticism of the "criminal" culture, so reactively punitive toward those 
who dare to reniind it of the poSsibility of Bltemative iealities,'$uch* 
death: (Mercer, Janet Frame; 125) . . . , . . 
. . 
. . 
. . . . 
. . 
. . 
. . 
This, then, may be the context to Frame's answer, in Yellow Flowers, to the 
question she begs by her conclusion to A State of Siege, regarding what are 
the circumstances in which new life is lived after the death of subjective 
. . 
change, . .  . an answer.that seemsto be 'Yes, life goes on; but under @at 
. .. 
. . .  
adversity, which will eventually drive it to seal'itself off from.the rest. of the 
. . 
world'. . . 
. . 
The next novel, Intensive Care (1970), as has been noted throughout the 
. . 
literature (see for example ~ u ~ o n t  149; Evans, Janet Frame, 176; Mercer, 
Janet Frame, 153; Panny, [Have What I Gave, 109). follows the thread of 
lifelafter-deathly-ch* through the lives of generations of the Livingstbne . . 
family in an explorationof how such 'criminal' resistance anddenidcomes 
. . 
about and is reinforced over time.-This pursuit adds'adiachroiiic dimension to 
the synchronic !family' studies of subjective patteming in the earlier novels: 
What are the . predetermining . factors; . Frame . seems to be asking, that dictate' 
. . 
how w6 will Walk ih'thecity of language? War, mentaland ph j s i~a i  llness, 
. . 
love -all these are examined as sources of profound transformation which 
. . 
leave those who have undergone them unable to continue living within . 
' 
meaning-structure! constituted by the language of the 'family group', and 
. . 
. . 
predisposing them to impose their own pattern of response on those who come 
. . 
after them:Echoing Daphne's voice in . .  Owls . Do , . .  C j ,  a chorus-like. 
. . 
. . 
com:mentaq by the bobkls narrat~r~character reiterates the entropic pattern of 
resistance by which all experience'that does not fit the 'fainily' mouldis . ,' 
. . 
. . 
. . 
relegated'to the world of 'dream', shut out of conscioUsness, placed outside 
the possibility o f  articulation. . . 
. . 
. . 
, Tom Livingstone goes froin New Zealand to fight in WWI, wherehe is 
wounded, and during convalescence falls in love with his nurse, Cissy 
Everest. His return to New Zealandand to his wife Eleanor, whom he marfled 
. . 
just before going to war, is a literal attempt to leave behind the tiansformation 
. . .,. . . 
. . 
he has undergorie. Like ~ e d f i e ~  Rainbird, he expects, . and . is &@&ted, to, ' , , 
'forget.it all' (YF 106). What-ensues is a life determined by the retum of . .  
. . 
, repressed trauma and love, 'a paision :.. for Ciss Everest alias the War' (IC 4) 
which takes the foim of hatred and contempt for his Wife and random cruelty : 
towards his children, pearl and Naomi. 1" a parallel story, his brother . . 
. . 
Leonard, who also fights in the war in Europe, never manages to make a 
viable Life for himself'back home?, and exists in:a kindof half-world of 
. . 
reniiniscence where everything . . significant to him.- love, posterity'- exists 
. . .  
. . 
in the dream'that is France: . . 
. He claimed to have 'a son in France' as a relic from a love affair with a 
. French girlduring the First World War. 'I should have stayed in 
France,' he used to say. 'It's love rules the world; love is the only hope.' 
He never married ... (IC 69) 
. . 
The next generation is formed . . .  in the atmosphere of these denials of 
. . 
experience. The adult life of Tom's daughter Pearl is  led by herown need to 
forget thetviolence towhich she ha3 been subjected: 'She seldom thought 
about,her own childhood; Her pist, Naomi's past, was done with, dead, dead, 
dead,.dead' (IC 100). Her inability to construct a world in memory - to live 
the anguish . . of finding language for what has happened to her - results in the 
return of the repressed, experienced as a rebellion of the world of family and 
of her own body as part of that world: 
- After the birth of her son, Colin, Pearl grew fat and fatter and fatte! ... ' 
. . 
She who as a child dreamed Of becopinga dancer had been exiled from 
her body :.. she erupted [bitterness andresentment] like a fountain or '. 
volcano, upon hei husband and child and neatly proportioned foursquare 
home She could control the house .... decorating, redecorating were . . 
. , 
her passion i.. She would look through the arrow-slit windows of her 
castle of flesh, feeling herself trapped, besieged, as any creature might 
who has undergone a transfognation and cannot make its explaining . . 
voice heard ..: She felt she wantedto recover; restore, redecorate . . . .  the 
world ... (IC 97-100) 
. . . . 
A generation on, Colin's attempts to evade the experiences of his own 
childhood have even more disastrous effects. Immersed in the structures of the 
family group, his transformation comes through passionate love: 
Colin was still a junior partner in an accounting firm; he had not made 
. . . .  
. . 
., the fortune he'had hoped for when he resolved to make money his . ' 
. . . .  
profession. Eleven years married, a wife, children, member of the ' . 
Cricket Club, the Rate-Payers' Association, the parent-~eachers' 
. Association; arid now alone, dreaming 6f Loma Kimberley.'(I~ 1'68) 
. . 
. . 
Leaving everything familiar to live with Lorna, he is unable to find or create 
any meaping for himself when she tires of him and retieats into the for&laii: 
. . 
. . .  
. . .  world of her parents: . . . . .  
. . . . 
. . 
. , 
. . 'It's true what Mum and Dad say, I am only a kid. You know Lourself 
we've been a bitwild ... And of course we're . . .  tired of eachother now. 
I'd better go straight home as Mum and Dad want.'.(IC 172) 
. . . . 
Colin shoots Lorna and her parents a id  then kills himself. 
within the social order represented in Intensive Care, family is identified both 
figuratively-synchronically (as in the other novels) and literall~~diachronically . . 
. , .  
. . 
(offering . . a genealogy of resistance) asthedefining'unitof an enforcing: ' .  . 
mechanism'by . . .  which astaticworld view . . is iml5osed;via rigid language. 
. . 
. . 
. . 
structures; It works by offering individuals a sense of connection with others 
. . 
:. . 
and threatening the loss of this connection, while at the same timeisolating 
. . 
them from the possibility of analysing their experience in terms of a wider . 
collective, insisting that 'a man's life [is] contained only within its span and 
not bearing its own responsibilities towards yesterday and tomorrow' (IC 
168). It denies as.'drearn! and renders inarticulate allexperience of the 
. , 
affective ind imaginative motivations that impel members of a society as they 
. . .  
. . 
, . 
. . 
go about their'lives. . . .  . . 
. . 
. . . . 
The final section of Intensive Care points to the &llective conskquences . . of 
thls position. At a moment in an apocalyptic future, we are given a scenario in 
which legislation is enacted ordering the legal murder of those unable or 
unwilling to relinquish the world of 'dream'. Living on the site of the old 
Livingstorie house, Milly Galbraith is unable to confomphy~ically and 
... 
intellectuiilly because of her 'aull-normal' status, and unwilling toc6mply 
. . 
with the cpnsmctions . of .. experience imposed on her by a\railable language: 
Milly was the kind of person whom at first ones does not 'see' as one 
usually sees and placesthe members of a family ... a . creature . emerged 
like a rabbit or hedgehog or elf to exist in a moment of twilight, 
perhaps; withplants and animals, as if that were the only time allowed 
. . . . it. (IC 222-23) 
Unlike the 'cold spelling' that comes to Godfrey Rainbird involuntarily, 
. . Milly'suse . of-'special , spelling'is a deliberate subversion: 
. , 
. . 
. .~ . 
I wanted my Own language, for if you have your own language nobody 
. . 
can take it away from you. (ZC 238) . . 
::. no one in the wokd is gqing to know my experience unless I tell it 
and I wanted to use iny special spelling to make the words show up for 
what they really . . are the cruel deceivers. (IC243) . ,  . 
. .~ 
. . . . .  
. . 
Milly is condemned to death-on the 'Deciding ~ a ~ ' ' f k e d  by the 'Human 
Delineation Act' whichdetermines who will be classified as human and who 
is defective and therefore regaided as animal. Her journals survive her;. ~ ~ ' 
however, and like the 'songs' of Daphlie inowls D; Cry, ,- her voice persists . . as 
. . 
. . 
. . Witness to a possibility. 
From the time of the first escape, 'turning to' the complicating folds of fiction, 
protecting . . .  and protected by them, the Sto'rytellei has . been . 'tryingout' effects, 
playing With edges, . elaborating . her dance; There is daring and necessity in the 
. . 
&ips by which she proceeds, defying the authorities, creating a breathing ; 
. . 
., 
space out ofthe substance of her own marginality, for, as acharacter in 
. . 
Intensive Care says: 
women have so many secret pockets and undiscovered ravines, the 
govenunent never dreamed. If protests aiise'; I thought, they will come 
. . 
from:the. women these pleated females with their folds and. tucks and 
. . ..: 
.creases -somepart of their 1i;es will never be cleaned away. ( i ~  217)
In theprocess, she has incorporat6dthembvement of evkryday subjectivity; 
.. , . 
the sounds of conversation and self-talk, in the layout of the city of signs; as 
Certeiu puts it, 'marking in lhguage the fragmented and unexdected &urn 
(like the intrusion of voices frdm outside) of oral' (or rememberedlimagined) 
. .  . . 
'relationship'sthat are.sVuctunng . . but'-.and . here . I add usually - . . 'repressed 
. . 
by the.written' (Certeau, . . .  Practice, 156). . . . 
. , 
. . 
The novels to date have been a'sehes of meditations on coming to terms with 
. . 
. . 
the necessity . for subjective death, at first experienced as a brutal . experiential . 
reality of imprisonment within an . impossibly . constraining 'city plan' of 
language - a bewildering death-sentence (Owls Do Cry,  aces in the Water), 
then recognised . . .  as resulting from compficity with one's own construction in 
language - perhaps one held . the . key all along (The Edge of the Alphabet, 
Scented Gardens for the Blind, ~ h e M a p t a b l e  Man), then recognised as 
point of transformationand~actively sought out(A State of S iege) .~e l low 
Flowers and Intensive Care reflect on the Conditions underwhibh~ubjective 
. . 
transformation occurs- that of persecution by the city fathers. The novels 
have surveyed the strictures.of available language and explored both internal 
: . 
(self-disciplinary) and'external . , (social-f&lial) conditions that conspire to 
enforce them. Complication of subjectivity -a folding that sixniggles in the 
experience of the newlother as a function of self - has been identified as a 
. . 
way through.'the smoke screen of fear' that arises as a.result of.any attempt tq 
challenge the status . . .  . quo. Milly Galbriith's voice as a written presence signals 
. . 
a move towards makiiig'this eXpliCit from now o n  the noc;els have' . . -'. . .  . 
storytellers,those 'wilful incorporators of . otherness;as . central characters. 
. . 
Published two y'erirs after Intensive Care, Daughter . . Buffalo (19.72) ti& a pair 
ofwriter-characters who double the uncertainty around whose 'point of view' 
we &e getting, since it is unclear who is the fiction of whom. Talbot Edelman, 
49 
> 
doctor who . works . at (and later becomes Head of Department of) Death 
Studies in . New . York;and theold man, Tum1ung;are both engaged in 
.. . . 
acquiringand recordings 'death education'. (DB 21) - Edelman because . he . 
Comes from a familylwhich by'unspoken mutual agreementkept . .. [death] at a 
safe distance' (DB 8), and Turnlung because his owndeath is imininent- he 
h q  come to New York from Ne'w Zealand 'to take a closer look at death. My 
. ., . 
own death!. (DB 20), making a 'voyage tothis country . where'death . appears to 
be more importantthan life' (DB 28). Here is a point where transformation in 
and of the.city of language -in this case, literally theNew York of ~eAeau's 
, . .  
. . .  
'Walking in the City'- becomes a lovers' dance of death.Not only is the 
relationship between writer and written figured as indeterminate - each 
character writes the other -it is enacted in this novel.as a love affair between 
the twomen. The novel dances language through the smoke screen,&ves . 
. . it . 
through a series of.spaces, disguises, selves, refusing toallow i t  to settle. 
Turnlung can be understood as an elaboration by ~ r & e  of her understanding, 
at this point in her writing life, of the principle of writing subjectivity. He is;. 
. . 
as Jeanne Delbaere describes him, a Tiresias figure, an 'all-inclusive ' ' ' 
consciousness *ho has foresllffered ail, can enter emotionall) . . into the lives of 
othersandforesees the future'. (Delbaere 173). That this inclusiveness is . . 
. .  . 
enacted in and through !anguag'e is made clear by ~uml~n~~s,characterisation 
. . 
of himself as someone who,from childhood, has been obsessedby words. 
After his first meeting with Edelman as potential lover - a visit to the reptile 
hall of the Natural History Museum - Tumlung explains that what kept 
, . 
'recurring vividly' were 'the words, the names ... Tesritudines crocodylia, 
rhynchocephalia; squamara, sauria, serpentes' (DB 91). These names which 
. . 
'repeated orie after the other came to sound like an ancient prayer for the' 
.. . 
e'arliest forms of life: (DB91) can . .  be . read in connection with Frame's . 
. . . 
'fasciiation' with'synecdocheand metonymy -the part for the whole, the 
. . .  
whole for the.part'(h4cLkod 25):Among the listed orders of vaiiously-plated 
. ..  . 
and Scaled creatures, all have representative species worldwide a p a  from'the 
. . 
rhyncocephalia, which . . .  are uniquely associated with Turnlung's home country. 
This ancient order has only one living representative, the New zealand 
. . 
tuatara, a 'living dinosaur' which retains as its inheritance down unimaginable 
distances of time a rudimentary third eye, a pineal gland covered by a thin 
layerof skin, which may.stil1, it is thought, be capable of . ti . form of sight. 
. . 
. . 
Tumlung, then, old tuatara, can be understood to stand 'for the whole' of the 
'earliest form' of mot~vation for writing, taking up the search begun by Aisley 
Maude, 'ecclesiastical dinosaur' (AM 33) of The Adaptable Man, for 
'somewhere in time and place ... where he could put his third eye to profitable 
use without submitting to its being b1inded.b~ an unwanted growth of 
. . 
.,. 
temporal skin,(AM G).6 The . writer . engaged i n h e  danceof . subjective . .  death 
'sees throtigh', that is, seesacross, the suffering that necessitates writidg,thi 
. . 
transformations . . it bringsabout, and the resistances it meets. . Daughter . Buffaib 
.: : 
manages both to create an"experieficcj of subjective . 
. indetefminacy as tondition 
. . 
of finding new 1anguage;outwitting inner and outer resistances to change, and 
. ., . 
to create in embodiment in the figure of ~ " r n l u n ~ ,  of motivations for the 
dance. This capacity to fold space and time imaginatively is figured in both 
The Adaptable Man and Daughter Buffalo as rhythmic movement, a 
migration. In The . Adaptable . Marthe desire is thw'artedor misdirected in s. 
way that is, the narratoi say's, 'enough to make a manmad with the thought 
. . 
that heis not a niigratory bird' (AM 4). Bythe timeTumlun'g emerges in 
Daughter Buffalo, he is able to spkakfrom . . ' ! i ~ a h c t u ~ r y  ... o f  the wildeme~ses 
. . 
where the wild birds go' (DB 180). 
. .  . 
. . 
Only after having practised and practised on readers an experience of danced 
linguistic space - its escapes, disruptions, appearances and disappearances 
-only then, in the tenth novel, Living in the Maniototo (1979), after a break 
of seven years, is the storyteller ready to start 'telling about [this] movement' 
(Certeau, Practice, 81: my italics), naming the technologies of storytelling. 
Till now, Frame hasuSed~r i t i~gabou t  writers as a self-reflexive . . praxis, a 
process by which avidable language.'leg [voices] out and they interrupt it' 
* The Adnptable Man. like Douglurr Buffalo. has its litanylspell of vnnsponation lo what Parrick Evans call the 
'origins of bath language and place' (Evans. Meanjin. 379): 'Lirtle Burgels@thzn ... Tydd. Laknthorpc..Muriton 
Seghq. Colsca Wilhigford. Say the names again and again. and smn ... there's not&ng bur a dream of earliest 
praise' (AM 12-13). 
(Certeau, Practice, 156). Living in the Maniototo presents the experience of 
writing . . subjectivity itself as a site of multiplicity; and for this reasonitis a 
pivotal work, renewing subjective experiences constructed in'the earlier 
novels, and,aiticipating . . the . autobiographical. ~ Self-constructions to come. 
Writing subjectivity as it is presented inmLivingin the Maniototo informs the 
work of . 'Chapter . Five: Poems from the Maniototo'. In Certeau's terms Living 
. . 
in the Manioroto uses the 'returns and turns of voices'as a 'means by. w,hich 
discourse~ioliferites' (Certeau, Practice, 156) within the narrative. From this 
. . 
. . 
. . 
underitanding Frame can allow a voice to say: 
. . .  
. . 
I am Violet Pansy Proudlock, an expert in near, near-distant and distant 
.. ,. 
ventriloquism; for which I use my talking stickand my pocket head with 
, .. 
all availablefitments :..but my realartistry is in daring to enter the, 
. . 
speech of another ... I ha\re "tdrned to" ventriloquism. I am &so Alice 
. 
.Thumb. I have "turned to" eavesdropping and gossip. (LA4 13) 
. . 
Her central character has multiple identities whose stories exist and modify 
one another both synchronically and diachronically as they trace her life as a 
. . 
. . 
writer and her movements between New zealand and North America. The 
effect qf thismultiplicit~ is described by Brian Miisumi in his discussion of. 
'late-captialist ... imag'elexpression events'in whichwe bathe': . . 
, .. . . .  .. 
. . 
. . 
interiuption ... the fast cut ... [creating] affective 'atoms' that ... a r e  
. . 
autonomous, not through closure but through a singular openAe$s. As 
unbounded 'regions1'in an . equally . unbounded affective field, they are in 
contact with the whole universe of affective potential, asby action at a 
.. . . 
distance. Thus they have no outside, even though they are differentiated 
according to which potentids are most apt to be expressed (effectively 
. . .. . 
. . 
induced) as their'region! p&ses'into actuality. (Ma~sumi234-35) 
. . 
. . .  
. . 
. . 
In Living in the Maniototo, Frame constructs an image for the experience of 
continual subjective modification that is both activity and product of storying 
. ... 
speech, calling it 'the manifold'. It is from this place, Frame's nmator(s) 
suggest in Living in the Manioroto, that new language is generated, its 
. . 
. . .  
qualities havi'ng the complexities a@ opacities.of the e;erydiy; the cadences 
. . . , . .  . 
. .  . 
. . 
. .. 
of orality,of eavesdropped gossip in the storying activities of . . . . . 
. .  ~ 
mernorylimagination.. What it producesand contains isventri lqquis, speech 
. . 
.. . . . .  . .  
. ~ 
from the folded . . spaces of the bellyor womb.'Habirus and habitation,prictice 
. . 
. . 
andstruttuie; . . the advent of manifold's~bje~tivit~ in language is paradoxical, 
both a founding creative act, godlike, and the formationof whit ~rame'  
. . 
describes as a 'replica', re-plicare, a refolding of given material, like the 
Leibnizean 'soul' that is a 'production' or 'result' of 'the world that God has 
chosen', a 'monad [that] includes every series of the states of the world' 
(Deleuze, ,The Fold, 26): 
. . 
. . 
. . .  .. 
- There are some insect$ that canytibulge bf seed ouiside thkir'body as 
. . 
the intelligence of the universe carries its planets and stars'. A spidkr has 
its milky house strung fragilely between two stalks of grass; and so God 
: '  has pitched his worlds; and we who are replicas and live in the house of 
replicas cannot exist until we have shaped what we have discovered 
within the manifold (LM 117-18) 
A 1972 poem from a series of religious sonnets by New Zealand poet and 
Frame contemporary James ~axter '  figures the enclosed spider's nest (to be 
seen everywhere in long grass at the edge of summer paddocks in New 
~ea1and)'as an 'aerial, casfle'9 (Baxter 564), a figuration summoning Teresa 
'Barter's Rnt collection of poe!~ .  Beyond the Pdirode, is singled out by F m  in the second volumeof her 
autobiography. An Angel or My Table as one of the fmt works bringing to her awareness the fan that there was such 
a thing as New Zwland literature. (AMT67) 
' The nuncry web spider. Dolomedcs mimr. carries iu bail of eggs wih it for up lo five wceks in spring and d y  
summer before building a nest for the newly hgched spiderlings in ~ m b ,  long gnss or redgcr of Ihc lowlands or i? 
the tips of highland tussocks: (Fonler %) 
' The spider crouching on the ledge above the sink . , . . 
Rexmbles the tanuic goddess. 
At least as the Stone Age W p l e  saw her . . 
And c q e d  her in their dolmens. Therefore I don't kill her. 
l o u g h  indeed here is a simpler reason, . .  . 
Becauseshe is small. K e h u ~  vampirr, cighl-kyed watcher . . . . 
At the gate of the dead. little Amchne. I lave you . . " . 
Though. you hang your cobwebs up likt diny silk in the hall 
And rcunle under the mattnss. Remember I spared your children ' . 
ln'lh~ir cage of while cloth you nudc as m aerial castle. 
And you yourself, today, on the window ledge. 
. . 
Fear is Ihe only enemy: Therefore when I die. 
A d  you wait f?r my snl, you hefty as a king nab ' . 
At the dmr of the undenvorld, let me pass in peace. (Sonnet 48 Aurwnn TesmnenrJ 
of Avila's 'interior castle'. As Certeau points out in his essay 'Mystic 
Speech', the figure df ifitenor castle 'illustrates ihe imaginary;.fo&il schema 
. . 
. . 
that is cominon to so many mystics' (Certeau, Heteiologies, 94), and where 
. .  . 
. . , .  
'despite "hew strictlycloister'ed you are ::. you can enter ... and walk about .:. 
. .  . 
at any time without asking leave from your superiors"' (~er teau,  
' ~ 
Hetefologies, 95): Frame's continuation of her imaging'of the manifold 
describes it as .';'wild bees' nest''O (LM 118) variously 'attended' a i d  
'avoided' throughout lives that construct themselves as existing 'within' it, or 
as having it 'hanging'as a separate entity withinthem. A writer's relationship 
. , to it is like that of 
. . 
. . 
a solitary d g e n t e r  bee, [who]' wiil hoard scraps from the manifold q d  
then proceed to gnaw obsessively, constructing a long gallery, nesting 
her very existence within her food. The eater vanishes.'The characters in 
. . 
. . 
the long gallery emerge. (WM 134) 
. 
Frame's figure - brain-womb-belly-machine, irreducibly multiple . . and 
complex, fecund, maximising surfacearea in confinemeni - has these'' 
resonancestoo, as it constructs asubjective city in language'where there is 
. .  . . 
freedom 'to enter and walk about,, as part of the story?s own 'science of 
fables' (Certeau, Practice, 156). Frame is theorising and enacting an escape 
without leaving, a way through for the 'banished childrenof Eve' exiles i f  i 
culture of the Mirror Stage. MaviSIAliceNiolet; a shifting."'shifter" [that] ... 
. . 
. . 
donfirms the "objectivity of the text" ... and designates the reason for  and the 
content of the discourse' (Certeau, Heterologies, 94) talks her way right 'into 
the moving heart of the '~dkal-I'. Through the image of the Manifold, Frame 
. . 
offers a site which can be read as re-theorising a model of subjectivity . ' 
. . 
exemplified by 'the Freudiaaacanian psychoarialytic approach, and,:as 
. . .  
Patrick West .. . suggests, she',does this in terms of her own culturalhistorical .. . 
. .  , 
''This eonflatipn of ~&tiodfanging (as in ihc mchnid/in*t spiderhe image) resonae&ith Iigltdtions found 
dsewhcre in F m c  relating to rhc operations of imguag.=: 'language in its widest wnse is the hawk suspended above 
eternity. feeding from it but not of iu substance andnot necessarily for its life and thus never able to be &slnlcd into 
it: only able by a wing mavemenk so to spenk, a cry, a shadow, to hint at what lies b e d  it on the untouched. 
undcscribed almost unlmown'plain' (&U 43). 1 will discuss this understanding of 1;mguagc in Chapter Two via 
Delcuri and Guatori's theansation of an ar an appmach Lo chaos. 
experience. Lists of consumer items that appear throughout the text, are 
'locations . .  . .:, where the'linguistic'sign stands only for itself (West 92) and as 
suchprovide examples of Frame's 'attempts to "write the Real" in . the . precise 
tenhsof ~ + ~ & t l a n d : s  postcbloni$ placement' (Wesi 93).11 . . ~ 
. . 
, . 
. .  . 
By making an irnage.such.as that . . of the Manifold, thest6jteller begins to 
understand the shapesand directions of narrative desire, to find outwhere'she 
. . 
is going; what 'occasion' has been gathering acrossthe whole trajectory of a 
body of work. And what emerges isthat the occasion, the next moment to be 
. . 
seized, is the articulatiori of a se1f:As . Violet . Pansy ~rolldlock ( o r . ~ l i & .  : .' 
, . . .  . 
. .  . 
'. Thumb, or Mavis Furness; Mavis Banvell, Ma\lis Halleton - 'i've'buried two 
. .  . husbands') puts it, . . 
I hope to progress from stick to pocket head to person, real person, not 
stick person or pocket person. I have a task to perform. (LM 13) ~ 
This 'is the 'task' of the'process of writing; the elaboration of a self, in a 
movement that traces a subjective shift from'exclusive identification with 
either.thestuck, punishing, . . 'stick' world of available language or with .. . the 
confining,:secret 'pocket' world of imaginatiqn, . . .  . to an incorpoiaiion of both in 
. , 
the 'Real' complexities.of the manifold. Neither slavishly following the'street 
plan nor lost i n a  wordless maie,'but'dancing in the streets of the city of 
language.Having .'journeyed through' multiple lives,having 'buried' many 
'superiors' in a process of recognition and reprieve, the storyteller is free at 
last to 'perform' her own life, for herself, as member of a collective' . . , 
to/(be)fore whom she is able to speak. 
. . 
The next stories . to . appear, then, are three volumes of autobiography .- To !he 
Is-Land (1983). An Angel at My Table (1983) and The' Envoy from Mirror- 
. .  . 
Ciry (1984) - whose experiences are constructed, as'Framedescribes'it, via 
" The concept of thc Lacanian 'Real' as used by Wcst draws on Kristeva's essay 'The True-Red'. West argues that 
'Kristeva is unabldunwilling m distinguish between the Rcal as identical &ith the semiotic ehorn, and: the Rcal as a 
purc typc of linguistic indical& present only in the syntactic and phonemic units of language' (Wm 89). . ' 
the agency of a centripetal force, a 'whirlpool' that that presents memories, 
takes them in and re-presents them: 
. . 
. . .  . . 
. 
. . 
:. theywhirl, propelledbya force beneath, with different.memoriis rising 
. . 
to the surface at different times ..:andwith some staying forever 
beneath the surface ... the movement is dance with its own pattern ... 
that the writer, trying to ivrite an autobiography, clings to in one 
. . 
moment only. (TIL 161,) 
. . 
A major project ofFrame's fiction is articulating themotivation of this dance, 
. . 
and amajor . . marker of the achievement of her writing practice.is  the^ , . . .. 
. . 
transformation of thechoreographer from a figure that can.only becalled 
'Insanity'(FW , . 90) through the construction. of a writing subjectivity . ' 
. . 
consciously:aligned with the . necessity . for challenge to available language. 
This project leads into a telling of self as narrative - a necess'ary 'task' that 
declares both the motivation of the dance and thepossibility of its execution. 
The manner in 'which Frame chooses to perform it is worthy of her master: 
trickster status. The language and narrative structure of these stones of . ~ 
. . 
autobiogiaphy is different from everything that has come before: they are 
. .. 
. .  . 
. . 
linear, told chro~ologi@lly-ifi.a beautiful prose style that G e h a i a v o i d e d  .. . 
.. . .  
ifi'the preceding novels as a wiycif drawing attention tothe system df signs, 
. . 
or as Milly Galbraith, 'doll-normal' victim of available language'in Intensive 
Care putsit; 'tomake the words show up for what they really are the cruel 
. . 
. . 
deceivers' (IC 243): But beware; every occasionof the three volumes is 
nuanced,altered radically by a shorting-out that occurs when the foldsof this 
re-plica touch those of the novels, their versions and refekences.:~~ Simon . ' 
. . 
Petchsuggests with reference to Frame's quotations of her own poems in the 
. . 
volumes of autobiography, 'Frame9$ . . .  texts function in,hetautobiography' . 
. .  
a s a  
. . 
narrative language that is'unique to herself (Petch 64). This observation can 
. . 
be extended to the whole body of herwork, which actsas intertextfor the 
autobiographies, marking a f"i-ther round of the spiral in which works of 
. . 
literature (in this case her own) are represented by ~ r a m e  as being able to 
'mediate and illuminate relationships' (Petch 63). 
To read these three open books . representing . experiences of Frame's .. . life up to 
' .  : . .  
the timeof her.ritum to New Zealarid from England inthi'1960s is to be 
reminded inexorabljr of howmeaning is moved about, qrganised'by other 
: , 
meanings arotindit:If at firstFrame disappeared into the folds of fiction to 
. . 
. . 
escapethe book of the law, now that book itself, its fantasy of transparency, 
has bkcome'her disguise, its simplicity exploding on contact intp a myriad 
connections back and forth across a life's work. Itis her best tnck yet, using 
the centre to speak the margin, Signing her complicated self into linear 
narrative and transparent .. ., language, anddoing it for everybody. It's another 
. . 
mo\re inCerteau7s art as'tightrope.dincing'. which . . 'requ'iiesthat one maintain 
. .. 
. . 
an equilibriumfrom one moment to the next by recreating it at every step by 
. .  . . 
. . 
means of new adjustments' (Certeau,'Practice,73).'As . . she alters the balance 
of things for herself, she shifts the centre of gravity in her readers' worlds too. 
All the technologies of dahced language come into play in The Carpathians, 
the novel that follows the volumes of autobiography. In it, the wealthy . ~ e w '  . 
Yorker Mattina Brecon, reversing the movement of Daughter ~uffalo and 
. . .  
Living'in the Maniototo, comes to Stay for a few weeks in thk~s~a l l ,N&w 
Zealand town of Puamahira in response to 'an . urgency . withiri her' demanding . . 
ihat she should "'k~ow" how the rest bf the world li\r?d9(TC 19). while she is 
there, sheplans to'reseqch the Maori legendof the 'Memory Flower', : : 
according to which a young woman"call[s] together the people of the land' 
(TC 1 I), having eaten the 'ripe' fruit of the ~ e m o r y  Flower, an action that 
'releas[es] the memory of the land', and confers on her 'the function ... of a 
~toryteller' (TC 11). During her stay in Puamahara, Mattina experiences the 
, . . .  
effects of the Gravity Star, a cosmic force which, as an epigraph' tothe novk~ 
explains, has the power tomake objectsappear . .  
. 
'both relatively close and ... 
light years away' (TC 6). In The Ca+athians, which Nicholas.Bims describes 
as 'in manyways a companion to Living'in the Maniototo' (Bims 17), 
conditibnsoftime and space, as in Living in the ~ a n i o t o t o  and other earlier 
works, have the flexibility of memorylimagination. Signs reach their limit and 
precipitate in a midnight rain of 'letters of the alphabets of all languages' (TC 
127); there is an even more pronounced uncertainty about the capacity of any 
. . . .  
one voice to 'Seize control of 911, pbintsbf view'. (TC 52) as one of the . ' 
. . . , 
characteis puts'it: The narrative process is apractice of complex space, with 
stories . . nestedinside . .  Stories'in ways that are closer~toSchroedingei~s cat than 
Chinese boxes. The book is a recapitulation of conditions insidethe manifold 
~. 
: . 
and aK elaboration of the science of fables. In the manifold, Frame figured a '  
process-by which writing subjectivity organises the dance of ' , . .  . 
me~ory/imagination..enabling the choreographing of a writing/written self in 
the autobiographies. Having created the experience of a 'locus' for the dance 
. . .  
. . 
in theautobiographies; she isfree in The Ciiipathians to articulate her ' .  
creation of asubjective'authority, . . a'genius,' that is dispersed througho~it he 
writing precisely a s a  function of the,characters' fight to.'seize control' -. 
authority is represented as above all a contested site. New metapho'rai appear 
. . 
. . .  
as vehicles of thisdiscourse,through 
the rediscovery of the legend of the Memory  lower, Bnd the discovery 
. . 
of ... the Gravity Star, bending time and space to make the distant 
appear 'both relatively close and ... light years away' (TC 7) 
. . 
The movement~lmigrations these tropes enact in spaceltime and 
memorylimagination . . .  are notnew in F r e e ' s  work, but their figuration is. As 
. . 
with the manifold, experience of a subjective movement precedes its 
articulation. The legend of the Memory Flower figures the way in which 
memory of the self as 'land', as collective locus, is 'released' through the 
storytelling function. The Gravity Star figures the movement by which this 
de-centring or poly-centring of self occurs, a movement that results in a 
subjectivity that does not pennit any one. 'point of view' to take precedence. 
Tracing the departures.and arrivals that pennit niw figurations to . occur,' . ' ' 
Frame's body . .. ofwork creates a travel story that 'selects and.links together' 
. . 
the sounds, theactivities of memorylimagination; the unmaskings and . 
', 
. . 
disappearances, the complexities of a storyteller's subjectivity: Her muvre 
. .  . 
makes 'sentences' of the necessities'of things - an itineraryfor travellers in 
the city of language, not just a series of views. In the light of this 
understanding, this chapter has attempted a thematic reading of some major 
. . . ~  
preoccupations across Frame's novels, a movement throughmotivations for 
. , 
writing. The nextchapter . . will explore how these.motivationi e ' p l a j e d  out 
. .  .: 
strQciurally, enacted as writing practice'throughout the body'of her work. 
. . 
2 Thought becoming . . .  minor literature 
In the previous chapter I k i t e d  thematically motivations of life-saving 
tratisform@tion~ effected by ~ane t  ~ i & e  in and through her novels; canvassing 
. ,. 
. . 
major preoccupations - social, historical, personal - as they are figured in 
. .  . 
~. 
. . .  
herwork. Inthis chapter my aim is to firstly to offer a reading of Frame's . . 
work as elaborating a processthat can be understood via Deleuze and 
Guattari's concept of becoming. I argue that Frame's writing carries out a 
. . 
project of 1ing"istic resubjectivisationthat .. . proceeds by cceatingan 
. . .  
intertwining of activated images,which I call figurations to . distinguish . them 
. .' 
from isolated tropes; Using Deleuze.andGuatiitii'<theorising of modesof. '. 
creative thought, I readihesefigurations asenacting the three modesof 
thought considered in What is'Philosophy? and which I call, in the co"text of 
... . . . 
Frame's work, sensatidti, observation and fabulation. Secdndly, I argue that 
Frame's becoming-in-writing doubles ipelf twice, in the production of a body 
of work that deterritorialises available language, and opens itself to collective 
deployment. This detenitorialisation and collective engagement can be 
~ . .  
understood, I argue, in terms of a third area of Deleuii and ~ u a t t d  s 
: . .  . 
. . 
theorisationof language '- that of 'hiinor literature. 
, . . .  
. . .  
. . 
'1n reading Frame alongside Deleuzi and Guattari's ideas of . .. becpming, . which 
. . 
include the concept bf becqming-woman and qf the girl & ~on&~tt ia l  
. . 
persona, feminist theoretical responses have helped io further refine my 
, . 
thinking. Deleuze's use Of the figure ofthe girl (first elaborated in 7'heZ.ogic 
of Sense and returned to in A Thousand Plateaus and What is Philosophy?) 
and the c'oncept.of becoming-worn* (A Thousand Plateaus) have been a 
subject Of considerabledebate among feminist theorists, who have ex$r&sed 
unease . .  . regarding:becqming7s goal of desubjectificaiio~; in thecontkxt of., 
. . 
womeiCs struggle to achieves subject position from'which to kpe&'.'~his 
response is summarised byverena Andermatt Conley iri her discussion of the 
. . 
work of feminists suchas Alice Jardineiwho in theearly 80s 'argued that first 
one is and then one risks oneself or becomes! (V. Conley 19). ~ccording to 
. . 
this analysis, 
woman is the first to vanish while man - in their idiolect a 'molar', or 
self-contained kntity that contrasts the more 'molecular' or more h i d  . . 
. . 
. .  . . 
irirtues 0f.a generally femininevalence -remains  intact.(^. conley 
. . 
. . 
19) . .. . . 
I would argue that i t is  possible to harhess this activity of questioning b y  
. , 
philosophical position'that jeopardises the project of refusing women's .. 
. . 
'vanishrnent' as subjects - and especially in the context of a study of how 
Frame might be understood as a self-actualising exemplar- while using the 
idea of becoming-woman as a'way of thinking change for women,' through a 
'pattern of becoming [thatJ'Luts acrossthe field of all that p h a l l o g 6 c ~ ~ t r a l i s ~  
did not programme us to bicomq' (Braidotti 172): Reading becoming-woman 
in'this way, tensions between social politics andconceptual freedom' ;~ 
(Olkowski 103) can be undeistood as productive, opening onto the possibility 
of a double becoming that enriches both feminist discourses and Deleuzian : : 
theory. And to theorise becoming while maintaining a socio-political stance is 
to, become able.td make y e ,  of Deleuze and Guattari's own adjuiatiqn that ', 
women should 'conduct a molafpoliti~s, with.avi& to winning back their 
oyndrganisin, their own history, their own subjectivity' ( ~ e l e u z e  and,, 
~ . .  . . . . : .  . :
G u a t t i ,  Plateaus,276). I wish totake up thispossibility . that . social . .  
. . 
politics/conceptual freedom.can be understood as mutually implicated, in 
reading becoming-woman alongside Frame's fabulations, which foreground 
. . 
the fi gure of the girl as a vector of change. 
. , 
. . .  
. . 
~ e a d i n ~  Deleuze and Guattari is, in some respects, like'!eading Frame; they 
too demand serious, . .. intrigued persistence.' They insisithat readers familiarise. 
. . 
themselves with. previous works-inorder to make senseof cur~nfones , '  . . . . 
reading 'as you would listen to a record.'. (as quoted by Massumi in Deleuze 
. . .  
and Gauttari, Platinus, ix), again and again u$il new.patterns become . 
. 
discernible, like the 'hint, inkling of brdei' (TC 126) Frame describe: . as .
. , ,  . 
emerging from the chaos of collapsed meaning.' (Once you've been through 
. . 
this intensity , of listening, you can drop in aiywhere:andfind new 
movements,) Tom Conley, refemng to Deleuze's 7'heFold -'a dazzling 
summation of all themotifs of the earlier wiitings! (T.Conley, SAQ, 629) - 
describes another element Frame and Deleuze and Guttarhave in common, 
namely 'the demand that ... style be read as ... content' (T. Conley, SAQ, 630). 
Like ~ r ' w ,  they too are obsessed with connections between language and the 
. . 
creation.of worlds, such that 'There is no longer a @partite division between a 
. .  . 
field'of reality (the world) a i~d  a field of representation (the book) and a field 
. .  . 
of subjectivity . . (the author)' (Deleuzeand Guattaii, Plateaus, 23); =n-idea . . 
. . 
. , .  
. . 
Frame returns . . to repeatedly . . as she constructs.wrkng subjkitii+ through her 
characters 'aidthro'iigh the structdiis of her wriiing. . ". . . 
Deleuzeand Guattari's figurations.0f how subjective change occurs iesonaik . . 
with Frame's beyond sharedmusical imagery. Where she talksof writing 
. . 
subjectivity as existing in a marginal space where 'words like plants ... grow 
poisonous tall and hollow about the rusted knives and empty drums of 
meaning' (EA 3), they articulate the cbncept of the 'rhizome', a multi-centred 
. . . . . . 
. .  . 
i"bj6ctivity whichevides totalisation thiough 'breakout'. ... th6 best h d t h e  
worst:.potato and co"chgrass,6r the weed' (Deleuze and ~uatt*, ~l&a&, 
7). Where Fraine increasingly over time in her novels offers multiple centres 
. . 
or a constant shifting of centres withinany one subject in pursuit of'evasion 
and bre8kout';Deleuze ai~d Guattaroffer the possibility of 'becoming'; 
transformation that is not mimetic but shamanistic, involving permanent ' 
. . 
change through experience of difference. Frame's elaboratio'n of subjectivity 
constructed by folding . , together chosen time-places in imagination is match& 
b3 ~ e i e u z e  and Guattari's 'lines of flight'; . . subjective shifts that create 
. . .  
. . 
resonances with Certeau in making it possible io 'escapewithout . , .  leaving': . 
They articulate an analysis offonhs of creative thought which facilitate 
subjective change, andthen create a catego j of minor literature through 
which this becohing can be enacted. Frame carriesouther analysis'on the 
' Frederie Inmeson argues that 'meth~dalo~ical clues ... a dualism of rlowncrn and speed [that] emerges as a pattern in 
its own right' in A 7hounnd P h e w  'minimally authorize us id Ule whole book as an immclur musical scorc' 
(lameson. SAQ;413). 
run, in writing, arriving at her own body of work that both articulates and 
.. . 
. . . .  
creates alteredsubjective space in response tothe necessity of escape. . .. ' , 
Writers; thedrists, the three:Of them demand that we read as if language were 
. ~. 
music, that welisten forsensoryand . . conceptual refrains across a body o f ,  ' 
work, that we understand writing and reading as the constructionof . . escape 
. .. 
routes, ways into difference. 
Frame and Deleuze and Guattari are literally contempoiahes of one another 
and of us asreaderslwriters, but they are also contemporaries in the sense 
described by Jean-Luc Nancy: 
someone in whom we iecognise a voice orgesture :.. nec&ssary not 
. .  . 
. . .  
through 'the necessity of destiny orsense of history, nor as'an outcome 
orprograimie, but as'the . . evidence of a present: this moment, this 
present had this sound and this voice - it had to have them ... This tone 
is not something added on to the present like a superfluous ornament, 
but rather it is the present itself, the presentation of the present as such. 
(Nancy 107-08) 
. . . . 
. . 
As contemporaries in this sense, then, Frame and Deleuze and ~ u a t t a r i  are 
. ... 
situated at apoint at the end ?f mbdkkism when the work of art or the 
philosophical concept respectivelyis still dreamt of as an achievable whole, 
but'at theiami time is profoundly distrusted, along with bther closed forms, 
as anally of totalising forces. Frame works within the novelistic genre withits 
. . 
inbuilt impulses towards r~Solution,andcircu~aritY, althqugh she 'does not 
refer to any of her works as "novels"' (Alley, Inward Sun, 81), and subverts, 
as she creates, . each . .  approach .. to closure. Deleuze and Guattari speak of works 
. ... . . . 
of art as 'moriuinent[s]'. (Deleuze and Guattari Philosophy, 168), even they' 
elaborate &subjectivity of 'lines of flight,movements bf detemtorialization' 
(Deleuze and Guattari, Plateaus, 3 )  that challenge and exceed what has been 
made. 
I read Frame's work as her means of writing herself out of the asylum, 
, . .  . 
cre'ating.Gd vindicating her own subjective space within &d for a culture that 
. .  . 
Otherwise canonly see . heriand those like her; as mad. In each novelshe . ., 
makes~the attemptto bring.back from an experience of chaotic dissolution of 
. , ,  . .  
. . 
,the known world a 'new music' (FW90). 'new knguagL7 (SGB 251) 'new 
,. 
. . 
view! (SS.17). 1" What is Philosophy? Deleuze and Guattari offer a useful' 
way . of . thinking-about this attempt in their analysis of creativity in termsof a 
variety of m ~ d e i o f a p ~ r o a c h  to chaos motivated by a need for'renewal,. 
. . ... 
suggesting that differing realms of thought - philosophy, science and qt - 
makethisdangerous attempt, facing' the terrifying contingency of all human. 
. . . .  . 
understanding in order to (re)formulate.ideas, descriptions, sensations that are, 
adequate to changing experience. Orthodoxy; the mass of opinions that . . 
. . 
. . 
. . 
. .  . 
organise the wbrld i d  sofo& a shield against chaos, is cracked opento 
make space for the altered shapes of what is to come. 
Creative impulses, I suggested in Chapter One, arise out of life-and-death 
necessities, figured and lived by Frame in the experience of orthodoxy-as- 
. . 
asylum in both its senses, protective and ultimately .. . murderously confining. 
The cracking opeiYof the known must be camed out with an exact mixture of 
force and delicacy, since'the risk'of being blasted by the unknowable is is, , 
. .  . 
great as that of being stifled by the too-well-known. As Deleuze and Guattari 
argue in A Thousand Plateaus 
You don't do it with a sledge-hammer, you use a very fine file ... You 
have to keep enough of the'organism for it to reform each dawn; and 
you have to keep small supplies of significance and subjectification, if 
only to turn them against their.own systems when the circumstance 
. . .  
demand it. (160) 
Is it not necessary toretain ;..a minimalsubject from which to extract 
materia1s;affects and assemblages. (270) 
~. . . 
. . .  
Those whose necessity dictates that they challenge existing stnictures, like 
Frame and her figures of resistance; Daphne (Owls Do Cry),Istina (Faces in 
thewater), Zoe (TheEdge of the Alphabet), VeraiEilene (scented cardens. 
for the Blind), Malfred (A State of Siege) and the writer-characters of the 
novels that follow, are precisely the ones.who have already been subjected to 
great trauma. The history of creativity is a history of developing technologies 
of sufficient force and delicacy to enable their users to crack the necessary, 
confining, and constantly re-forming shield of the known, and to have some 
chance of surviving. 
Like Frame's concern to create new subjective ground in her novels, the 
activity of thought that occupies What is Philosophy? is not that of 
contemplation, reflection and communication of the already known: 'Of all 
the finite movements of thought, the form of recognition is certainly the one 
that goes the least far and is the most impoverished and puerile' (Deleuze and 
Guattari, Philosophy, 139). But how can patterning mind move toward what is 
. . 
unpattemed? Deleuze and Guattari propose three styles of encounter that are 
helpful in thinking' through movements in Frame's work: philosophy's 
creation of concepts; science's creation of de~cri~tivefunctions; art's creation 
of affects and percepts in blocs of sensation. 
How modernism in its structuralist incaination loves to present itself as 
. . 
'scientific' discourse, a descriptive genre (Frame herself is fond of lists, 
categories, quotations) - in this case offering us human thought as a series of 
categories. What modernism does not draw attention to is the fact that this is  a 
style of fabulation in itself, and the usefulness of What Is Philosophy? lies in 
the way it, like other fables, uses figures. What appear at first to be . . ' 
taxonomies - philosophy, art, science- tum out to be three beautiful 
daughters, each of whom has a part toplay as a style of being, in the world, of 
thought. As Paul.Patton puts it 'For De1euze;philosophy is one style of 
thinking alongside others. The fact that it creates concept's givesit no 
preeminence in relation to science or art, but it does imply a distinction 
between thinking and knowing' (Patton 6). In the reading of Frame that 
follows, I argue that she uses the figures or styles that Deleuze and Guattari 
. . . .., . . 
dkscribe as-art's.sensations and science's description~,in' the service of 
. . . . 
entefing . . intothe . . third . .  style -"?aibf fabulation;.cre&ng . . 
. 
for herself through 
. . . 
n&itive organisation an-idquate condcpt of subjectivity, a philosophical" 
. . 
basis for a lived ontology. As Deleuie indGuattarisay themselves, ' ~ h e t h r ~ e  
thoughts intersect or intertwine but without synthesis or identification' 
(Deleuze and Guattari, Philosophy, 198-99). But where they, as philosophers, 
. . 
begin their work with the creation of concepts and move on to science and art, 
. . . .  . 
I will . .  begin . with art (the eldest daughter?) in Frame's work as a for 
. . 
. . conceptual thought. . . 
For the first twenty years, from the 1950s into the 1970s, a major 4ncern of 
. . 
Friirie's novels . is . to.offer, ifi a single movement, the dissolution and , . 
subsequent re-forming of language that is availableto her, as a means of both 
describing and enactirigmarginalised subjectivity. She must speak, and speak 
about, what is non-signifying, mad by definition, writing madness that is a 
claim to sanity, sanity that constructs madness. Through Owls Do Cry (1957). 
. . :. .  
. . 
.. . 
Faces in the Water (1961), The Edge of the ~ l ~ h a b i t  (1962). the i{vella 
.:. . .  
~nowman,Snowpizn (1963) which extends thelandscape . . and the subjectivity 
. , 
constructed in The ~ d &  of tht. Alphabe!, and on . . to Stinted ~ g r d e n s  fdr the 
. . . .  . . 
. .. . 
Blind (1963), she eitablishks kinds and conditions of marginalisati<n:h the 
. .  . 
. . 
.. 
. . .  
Newzealand of the second half of the twentiethcentury: the forces thai .. 
. . 
inarginalise, the patterns of their coercion, the sensations of those subject to 
such forces. In The Adaptable Man (1965), A State of Siege (1966), Yellow 
Flowers in the Antipodean Room (1968) published in New Zealand as The 
Rainbirds, Intensive Care (1970) and Daughter Buffalo (1972) she elaborates 
. .. 
an increasing . -  variety of responses to maiginalising . . forces. InLiving in the 
. . 
Malliototo (1979), the nbvel 'that follows Daughter ~ u f f a l ~ , ' a  shift occurs th?t 
. .. 
I will di~cuss,viaDeleuze and.Gu?ttafi9s idea of phi1osqphicai concept: ' 
Enabling a crossover between madness and significat~on, and articulating the 
relations between the two: these are the motivations of Frame's approach to 
chaos, an approach that, according to Deleuze and Guattari defines creative 
activity as against activity of thought that is merely 'a form of recognition' of 
. . .  . . 
. . 
the already-known. . . According tothis definition, the artist (as compared . with . . 
the philosbpher . .. . or the Scientist) approaches chaosby creating a p~ahe qf. 
compcisitiori on ivhich an infinity.of ~ived'affectioniand~erce~tions'are 
transformed and made readable as independent 'beings ..:of sensation' 
(Deleuze and Guittari, ~ h i l o s o ~ h ~ ~ ' l @ ) ,  preserVed as long as their materials 
last. Art's function is not to capture lived experience, but to use the lived as a 
stepping-off point for becomjngs, altered subjectivities that can give a home 
. . 
to increased complexities of . .. experience, . . for a t.ime. Thus . Frame . .  enacts. 
. ~ 
. . : 
qadneis ... through . . the charattersof Daphne, Istina, . Zbe, . .  ~ e r a l ~ ~ l e n e ,  through 
. .  . . . . 
linguistic structures such as Vera Glace's 'new language' in Scented Gardens 
. . 
. .  . 
for he Blind, the 'news that wasnotin any language' of A State of Siege, ' ' 
. . 
, : 
Godfrey Rainbird's 'icyspelling'in Yellow ~low'krsand . . Milly Galbraith's 
. . 
'special spelling' in Intensive Care,'and through narrative stiuctures such as . . 
the shifting centres of subjectivity in Scented Gardens for the ~ l i n d  and 
Daughter Buffalo, in the service of extending the possibilities of sanity to 
include the previously unsignified. It is possible . to . think of her as writing a 
. . 
. .. 
becoming-niadness that takes . . us by the . hand . and leads G o u t  of our sanity 
. . 
. . 
into.fear and loneliness, yes, but also survival into a newsanity: . . 
. . .  
. . . .  . .  
. . 
By meansof the material, theaim of art is'towrest the percept from 
perceptions of objects-and the states of aperceiving subject, to wrest the 
affect from affections as the transition from one state to another: to 
extract a bloc of sensations, a pure being of sensations ... every work of 
. . 
art is a monument, but here the monument isnot something . . 
commemorating a past, it is a bloc of present that owe their . . 
preservation only'to themselves and that provide the dvent with the 
. . 
. . 
.. . . 
. .. 
. . 
compound that celebrates . . it: The . monument's . .  action is not memory but 
. . 
fabulation. We write not with chi~dh~od~m~mories 'but  through'bl&s . . of 
. .. 
childhood that are the becoming-child.of the present. ( ~ e l d u ~ e  and
Guattari, Philosophy, 167-68) 
. . 
Frame's art is a response to problems of subjectivity: how is it possible to 
. . . . 
. . 
produce the .'event,of crushing historical conditions - small town New 
. . 
. . 
Zealarid at atime when the rangeof the sayable is agonisingly limitid -in a 
way that~will enable us to breathe, if we continue to apprehend the world in 
theminner that . produced . those conditions? ~ c c o r d i n ~ t o ' m ~  reading of 
Deleuze and Guattari, as a form of thought, art cannot be confined to, 
recognition and representation of known objects: 'the artist ... goes beyond the 
perceptual states and affective transitions of the lived. The artist is a seer, a 
becomer' (Deleuze and ~uat tar i ,  ~ h i l ~ s o p h y ,  ,171). ~ r a i e b e c o m ~ ~ a s ~ l ~ ~  
. . . .. 
and asylum inmate througha transformation of lived experience to elkments 
- ,  
. . 
of meaning in a composed universe: 'not perception of the moor in ~ & d y  but 
. . 
the moor as percept; . odeafiic.periepis . id ~ e l v i l l & ;  urban percepts, or thoseof 
.. . 
. . 
the mirror, in Virginia Woolf (Deleuzeand Guattari, ~ h i l o s o ~ h ~ ,  168-69).' 
. .  . . . 
. . 
Percepts are stitqs that register subjective shiftsin response to altered affects, 
so we have a series of percepts that are responses to asylum affects. Frame is a 
becomer in that she is involved in a continual metamorphosis: renewed affects 
produce changed percepts which make new affects possible, each a 
precondition for the other, in response to conditions of the moment in which 
. . 
. . 
. .. 
. . 
. . 
she'creates: lAffects are precisely these nonhumxk becomings . . of man, just'as 
~. ... 
percepts-inciu~ing the' townla re  nonhuman landscapes of nature' : : 
. . 
(Deledze and Guittari, Philosophy, 169), and because they 'exceed all lived: 
. . 
.. . 
. . .  , 
. . .  
experience' they 'must from now on becreated; in other words conserved' 
(Zburabichvili 203) in the form. of art. Frame is interested in writing the 
asylum only to  draw us in, to force on us a becoming-mad that calls into 
question all our conceptions of sanity, and in doing so, to validate her own 
non-sanity. Her becoming is always a double movement that implicates both 
reader and writer in'an overwhelming spectacle: the seer does not ie-6meige . . 
fromit identical to his former self, he has leirned, he is a becoming' . . 
. . 
. . .  
. . 
. . 
(Zourabichvili 192). , . 
.. . . . 
. . 
Ffame's art asks How can it be apprehended? In the world of becoming- 
madness that Frame lkads us into, signification is turned around so that 
available language is presented as chaotic misrepresentation, and in the terms 
of Deleuze . . .  and Guattari that I am using, perception and affection for her are 
. . 
. .  . 
. . 
arundifferentiated , chaos . as the . , given' that must' be organised by percept,a"d 
. . 
peopled by affect. Asylum . . - of the, constrictions.of av$lib!e 
. . 
. . 
language and how its subjects conform themselves to it or resist it - i re  
: 
. .  . 
. .  . 
followed by affects of becoming-mad thatform a transition'to;new sanity. 
. .  . 
Percept trarisfom known formulations, affect decides how those 
formulations will be used and exceeded, turned into further formulations that 
will in turn be used. Percept that permits 'becoming animal, plant, molecular, 
becoming zero' (Deleuze and Guattari, Philosophy, 169), becoming mad. 
' ,  , 
. ,  . . 
. . 
. .  . 
Affect that fixes, develops the tra"sfohiti0n.and anticipates the next . ' . 
. .. . . . 
. . 
. . 
. . 
becoming, searching the planeof composition, the earth, along aesi're-lines, 
. .  - 
lines of taste. ~ s i n ~ ~ k z a n n e ' a s  their painterly ideal they say:: '~ometir&s it is 
. . 
necessary to liedown on the earth, like the painter does als.o,'in order to get to 
the "motif," that is to say, the percept' (Deleuze and Guattari, Philosophy, 
. . 
. . 
171). 
Frame's art is a form of thought whose role is to demonstrate the possibilities 
. . 
of human.subjectivity . . by coniinually roaming the chaotic earth of sensation 
. . 
. .. 
iyd making little camps there -the camp ofthe youiig:girl in owls Do cry ,  
. . .  . .  . .. . . 
the.campOf the inmate in Faces in the Watir, the camp of the 
. . 
. .  . 
observefloutsider in The Edge of the Alphabet, andso on, to the camp of the 
. . 
old man in ~ a u g h t e r  Buffalo. (What comes after is the camp of the nomad, 
but that is another story.) ~ h e s ' e  cainps afe not abandoned when the next move 
comes but incorporated into new territory as points that plot a trajectory, stars 
. . 
. .  . 
constellating. Direction of movement is a matter of present impulsions; 
manner of movement a matter of style at the nexus of history and physiology 
. . 
. . 
. .  . 
. .  . 
. . that'is the artist, but the camps are for  everyone^ In Writing her 
tririsformitions, Frame passes them into collective pdssessi& . in . a double 
becoining': they tiecome property of 'a people to come', the ultimate utopian, 
. . 
impulsd in ~ e l e u z e  and Guittari: 
Art undoes the triple organization of perceptions, affections and 
opinions in order to substitute a monument composed of percepts, 
affects, and blocs of sensations. The writer uses words, but by creating a 
syntax thatmikes them pass intosensation that makes'thk standard, 
. . . . .  . .  . .  
language stammer, tre'mble, c'ry,or &en sing: this is . the . style, . .  the 
.. 
. . 
. . 
"tone,"the language of sensations, or  the foreign lang"agewithin 
.. . 
language thatsummons forth a people to'come ... The writer twist; ' . 
: .  . ' .  
language, makes it vibrate, seizes hold of it, aridreids it in order tq 
wrest the perccpt from perceptions, the affect from affections, the 
sensation from opinions. (Deleuze and Guattari, Philosophy, 176) 
In setting her imagination in opposition to available language, Frame creates 
. . 
mqnument$; 'which have no other object o i  subject but th&mselvis3 (Deleuze 
. .. 
a"dGuattari, Philosophy, 171). but she does so in order to wideithe range of 
. . 
living possibility. If between life indart 'ther; is ultiniately rg&hly thesame 
. . 
relationship as between the barking animal-dog and the celestial constellation- 
Dog' (Deleuze and Guattari, Philosophy, 172), still this cosmic ordering has 
its effects at ground level. Frame offers, not a description of autism to arouse 
our horror and pity in the character of Erlene in Scented Gardens for the 
Blind, but a sensation ofconfinement and silenking,of speech turned in bn 
. .  . 
itself; that takes . . .  . ds . into another subjective realm, which fromnow on will be 
.. . . . . ~ . .  
part of our world too. To wrest the sensation from opinions, to extract from 
. . 
. . 
thesounds and images'of language new subjects: ~ . .  
. . 
. .  . . 
thatraise them to the height of the earth's song and the cry of humanity: 
that which constitutestone, health, becoming ... A monument does not 
commemorate or celebrate something that 'happened but confides tothe 
ear of the future the persistent sensations that embody the event. 
. . 
( ~ e l e u z e  and Guattari, Philosophy, 176) 
In saving her own life by writing, Frame is nevertheless engaged in a 
collective work,even if . . the 'people to come! comprises one person, even if 
the monument dissolves on completion, the book out of print'- 'the 
victory of a ievolution is immanent consists in the newbonds it installs 
between people' (Deleuze and Guattari, Philosophy, 177). The collective 
work of writing is in bringing into being, against the forces of confinement, 
. . 
. . 
. . .  
. . .  
. . ., , .  . . 
subjective resonances that did not exist before. 
. .  . . . .  
.. . 
. . 
. . 
. . 
How does Frame construct these novels, these monuments that lead us into 
another yay of being in the world? How does she capture froin the chaos of 
formulaic language 'the persistent sensations that embody the event' of a 
subjectivity that hasbeen refused~dculation? Again it is  useful to begin with 
Deleuze and Guattari's description of "'varieties" of compounds of 
. . . . 
sensatio?~' (Deleuze and GuBttqi, Philosophy, 168) which t~ansform the lived 
. .  . .  
. .  . , .~ 
. . 
into percept and affect: 'vibrcitibn .::the embrace or the clinch .... withdi-ankl, 
. .  . . 
. . division, . . diszeiziidn'. (Deliuze and ~"at t&i ;  Philoso@hj;, 168) . . .  . , 
. . .  . . 
. . 
. . .  
. . 
Vibration renews perception of lived experience by drawing attention to the 
sensory components a particular medium uses to construct that experience - 
. . 
. .. 
the plastic and textural effects proper to stone, wood and metal; colour-effects 
and the tonal possibilities of music, and in the case of language the sonorous 
and rhythmic properties of words. This is a theme Frame enacts and figures 
across the entire body of he1 work at,all levels, from genre effects thiough @ 
. . 
words B"d phrases; from Owls Do Cry (1957) to The Cgrpcithiaris (1988) - 
.: , . . 
first'to last. The major sign ofresistance in h b  texts and in her characters is 
. .~ 
their voluntary or involuntary shaking apart of available language, across a 
continuum that incl"de5 both figuration and enaktment, and where the two:are 
often interchangeable. Enactments of the disintegration of languageact as 
figures of the process of subjective change, and figures of change also enact 
the shift they point towards. 
Owls Do Cry provides a foundational example of two extremes of sensation . . 
. . 
that 'make thestandaid-language . . stammer, . tremble, . cry oreven sing: ' . 
. .  . 
. . .  
(Deleuze and Guattari, Philosophy, 176). In one case, the impoverishment of 
'standard . . language' . . becomes an.object of fascination'- word$ so worn as to 
be featureless, phrases broken by over-use are turned into treasure, as in the 
case of conversations between Boband Amy, parents of the Witherschildren, 
which are made up of a mixture of aphorisms y d  phrases that have become 
. . .  
. . .. . 
. . . 
. . tiuricatedwith use: ~ .' . . . . 
. . 
.. ' . . 
- What shift Bob? 
. . 
- Late shift' Amy. Home at ten ... 
. . 
- Oh Dad, you'll never get your sleep in ... 
- Good Lord, is that the time? Make sure you keep those kids away 
from the rubbish dump, they're the talk of the town. (ODC 22) 
. . 
. . 
In this situation speech . ~ is estranged in the, p;ocess of becoming a mere matrix 
. . .  . . .  . 
for the incantation of commandsarid . . prohibitions. Its poverty,'its 'sobriety! 
.. , 
becomes fab&is ,  like ~ in i i i e l  Beckett'suse of ~ngl ish  and ~ r e h c h  as : :: 
, . . .  
described . , by Deleuze and ~ua t t&:  
apurely intensive usage of language [opposed] to all symbolic ... usages 
. . 
of it ... a perfect and unformed expression, a materially intense 
expression. ... dryness and sobriety, . . :. a willed poverty, pushing 
. .  . . 
detenitorialization to such an extreme that nothing remains but 
intensities. (Deleuze and Gugtari, Kafka; 19): - '.. 
' . - 
. . 
, . .  . . . . . . 
. .  . . . .  . 
The speech of the real* df childhood;.on the other hand, is characterised by 
its richness, its 'ixhi1aration';as Deliuze and Guattari say of the linguage bf 
Joyce as compared with thatof Beckett: Joyce, they say, 'never stops 
operating by exhilaration and dverdetermination and brings about all soasof 
worldwide detenitorializations' (Deleuze and Guattari, Ka*, 19). In . , 
italicised passages throughout the boqk Daphne, Toby and Chicks withers 
. . 
bring standard language to . .  its senses, . wrestling . . syntax, punctuation, grammar, 
point of Likw 'oui df their habitual patte?s,,singing a minutely'det~led and 
. . .  
coheretit shape of words for the . tickling, . warm, rocking,'firr-fin-fin" (ODC 
. . 
11) of texture and sensation . . that make; "p their world. . . 
All the novels in a fragmentation ofnarrative structure by unstable 
. . 
point of view and temporality, as well as by crossing genres through'the 
inclusion . . of non-narrative poem-like passages in the text, most . . notably in 
. . 
Owl! DoCry, The Edge of theAlphabet, Intensive Care, ~ b u ~ h t e r  Buffalq, 
. . . . 
and Living in the Manioroto. At the level of language; devices for enacting 
this shattering include simple challenges'to Syntactic convention, wordgames, 
use of nursery-rhythms and the aural riffs of poetry, repetition and altering of 
. . 
context: 
And the place grows bean flower, pea-green lush of grass, swarm of 
insects dizzily hitting the high spots; dunny rosette creeping covering 
shawl cream in a knitted cosy of roses. (ODC 9)  
shape pleases; sob bitterly; rattrap; made dull; vague guess. (SGB 104) 
I was born in Milan. Could you please weigh this chicken for me? I 
want a plain blue tie and a colored handkerchief to match. The 
telephone is out of order. (AM 16) 
Alienation of meaning by returning language to its sound components is 
intensified by the use of techniques such as those used in.the novella ' ' 
Snowman. Snowman (1963) where the new is . experiqnted . aS an involuntary 
. . 
and inexplicable disintegration in language, like Speaking in tongues, but 
without the gift ofinterpietation: 'My God, he thought. He knew and the 
others in the room knew. The holtrime, the wentwail, the sturgescene had ...' 
(Frame, Human Heart, 60). This disintegration occurs again in A State of 
Siege (1966), with the involuntary nature of the experience underlined by the 
fact that here, disintegrated/ref9rmed language comes literally from outside, 
i n  the form of a message wrapped around a stone and thrown through the 
window: 'She read the news thai was not in anylanguage she had learned: 
Soltrin, carmew, desse punifom wingering brime' (SS 197).  ere language 
figures as well as enacts a relation between currentJavailabIe and altered 
subjectivities - they are opaque to one another, even while tantalisingly 
familiar in their patterns and rhythms. The move is one that involves an 
altered artichation of the world. In the examples just given, the experiences of 
change are involuntary, coming as visitations, even when they are, as in the . 
. . . . .  . 
case of Malfred Signal in A Stare af Siege, longed for as well as feared. 
A clue as to why. differing subjective posiiions areopaque to one another is 
. , 
given through the 'new language' (SGB 251) of ~ e i a  Glace in scented 
~ a r d e n s  for the Blind, which constructs the shift asone of changed 
motivation. After 'thirty years without speech' (SGB 248). she breaks her 
, .  . . . 
silence with the advent of a nuclear apocalypse, and the 'language of . ' ' 
humanity' (SGB 251) she speaks is a cry of pain and desolation: . . .  "‘Ug-g-Ug. 
Ohhh Ohh . . g. Ugg." Out of ancient rock and marshland; out of ice and stone? 
(SGB 252). New languageis notmotivated by a need to representthe world, 
but by. a need tooffer anadequat&esponse to the world. The lariguageof 
. . 
i 
.'humanity' can no longer be merely 'human!, but must become'humane~. 
. . . . 
. . 
When Frame begins her exploration of agency in the process of subjective 
change, her characters start to experience 'new language' differently. Figured 
and enacted linguistically, the change is no longer experienced as complete 
opacity, but as a change in emphasis that turns language around. While the 
'move is at first experienced involuntarily by Godfrey Rainbird in Yellow 
Flowers in the Antipodean Room (1968), he later learns that he can switch 
back and forth between his former reading of the world and the new 'spelling: 
(YF 157): 
. . 
A children's book with its big was clear. Its cover vividly sky- 
. .  . , 
marked, planet-streaked, The Wonderful Rats:. 
He shut his eyes, opened them, and read The Wonde&l Srar. So it is not 
. . 
beyond my control, he said to himself, I now see the word and its lining.' 
. . 
(YF 159) ' . , . . 
. . 
Milly Galbraith . . of 14tensive Care (1970) consciously deploys her 'special 
. . 
, , 
spelling' (IC 243) from the start in order, as she explains it, to have her 'own 
. . 
language' (ZC 238): "'I'm dull-normal. ... ~ol l~normil l .  I'm mature but just 
past doll-size and my brain'is doll-size."' (ZC 224). 
Images of the experience of shattering and re-forming language abound 
. . . .  
. . .  
throughout the novels, In addition to those mentioned ab6v.i - the unknown 
. . 
. . .  
. . languages of  now&^, Snowman andA Stare of Siege, the differently-. , . . ' 
motivated language of Scented Gardens for the Blind, the altered spellings of 
Yellow Flowers arid Intensive Care - Frarhe offers the movement as that of 
the emergence of 'a new kind of music of curse and cry' (w 90); ‘aery such 
as a bird makes or a beast' (SGB lo), and in m e  Carparhians, the 
disintegration of 'all ~ & ~ u a ~ e s '  ( ~ ~ ' 1 2 7 )  into a !rain ... of . the . "old" 
punctuation and language - ipo~tiophes, notes of music, letters of alphabets' 
. . 
. .. 
(TC.127). which is matched by a correspbnding 'chorus' from the human' 
. . . . 
. . .  
: 
world 'like the first ciies of those who had never known ?rspbken words ... 
yet within and . tieyond.the'chorus . ... camea hint, an inkling of bider; aimall 
strain recognisable as music' (TC 126). ~ i ~ u r i d  an  enacted, vibration,the 
fragmentation of languageinto its components of aural sensation is a major 
thematic and structural preoccupation in Frame's novels. 
In addition to effects that can be thought of as vibrations of and in language 
and therefore ,in.tlie.subjectiviiy that language c&~it&cts, ~rame'returns again 
. . . . , .  . . 
. . . . 
and again to a kqnsideiation of . subjective . expe&ences of time and place thit 
. . 
. . 
:. 
. , 
have their correlatein anotherof Deleuze . . and Guattari's 'varietiesof 
sensation': 'the embrace'. The embrace is a polyphonic effect which forces us 
to experience two or more sensations at once - as in the modulation of 
sculptural forms; in the presentation of distinct, even contradictory qualities in 
a single aesthetic figure, or the melding of two figures; in effects of harmony 
ordissonance in music; and in language, effects which abolish distances'of 
. . . . .  
place or timeso that they are experienced as a simultaneity. ; 
.. . . .  . . 
. . 
F~ame'enacts the embrace as neative'mode through the presence . . , of . an ..
overarching sufiivoy-storyteller subjectivit~ivhichs"bsum&seach novel's . . 
characters andthe characters of all the novels together, while atthe same time 
ensuring that within each novel, characters are experienced as dialogic 
harmonies and dissonances. At another level of narrative she creates the 
embrace as a condition of characters' subjectivities on an increasingly 
. . 
dOmplex seal&. . . .  Thdia Pittern ofThe Edge of the Alphabet (1962):i"dvera 
. . .  . . .. . 
GlaCe of Scented Gaidqzs for the Blind (1963) act aicontainirs f i r  other 
. . . .  
characters who fomsubsets of time and place. Later a dual uncertainty is 
created aboutwhd is writing whom in the,two main characters of ~ a i g h t e r  
. . 
Buffalo (1972), and later still inLiving in the Maniototo (1979) a radical 
uncertainty emerges about who or what constitutes the main'character who 
subsumes others within the narrative: 'I, Mavis Furness, Mavis Banvell, 
Mavis Halleton :.. Alice Thumb, Qr Ariella, Lokinia, or M a u i ' ~  sister, or mere 
. . . . 
Niomi, Susan, Ng'aere, Belinda. OF Violet Pansy Proudlock' (LM 11-12). 1" 
. . . . . .  
. . .  
what seems to be a p'artialrole i s  summary of themes and strudtukes that have 
. . 
. . .  
. . 
preceded it, Thk ~ai~~thiins(l983)~ok~ounds uncertainty about who 
characters 'really' are and which of them contains which others. This 
uncertainty, which surrounds the books of autobiography in terms of their 
place in the chronology of Frame's work, and in terms of the multiple links 
between them and the novels, also informs, by extension, the autobiographical 
voice. 
Again, as with the effects that can be described as vibration, Frame . self- . 
. . .  . . .. 
consciously figures as well as enacts the . embrace, . constructingthe activities 
. . .  . 
. .  . 
of memory and imagination as'literal movements across time and space. 
. . 
Characters both major and minor in the novels.t& always on the'movk, from 
. . 
New Zealand to ~ n ~ i i n d  or vice versa (The Edge of the Alphabet (1962), 
Scented Gardens for the Blind (1963), The Adaptable Man (1965), A State of 
Siege (1966), Yellow Flowers in the~nt i~odkan ~oom(1968) ) ,  to and from ' 
both England and America (Intensive Care (1970)), from New Zealand to 
. . . 
America and back (Daughter Buffalo (1972), Living in the ~anigroth (1979),, 
The Carpathians'(1988)). Images of the journey . . and migration recur: '. 
. . 
constantly as figure-enactments, as in The Edgeof the ~ l i h a b ~ t ,  when Thora .. . 
Pattern's 'joumey of discovery through the lives of three people' (EA 4) takes 
. . 
the'fonh of an account of a literal sea-journey from New ~ e a l a n d  to England. 
. . 
. . 
In . this . and every other instance, early in the novel the literal movement that 
. . . . 
brings iogefher distant points in time andplace isconstiucted simultaneously 
. . .  
. ~ . .  
. . .  
as a deliberate imaginative choice. In scented ~ a i & s  for the Blind Edward 
. . .  . 
Glace . . journeys . to .. England and to.the pasi, deserting his . wife . ahddaughtkrin 
New . .  . Zealand to research the genealogy of the Strang family. In The : 
Adaptable Man members of the Maude family each choose'a different time- 
place to identify with, their choices figured by Frame as a literal embrace, as 
when her narrator says of one of the chgacters who has chosen Australia as 
his place of identification over his native England,'thathe lives 'in . . a state of 
. .  . 
geogiaphicalbigamy~ . . .(AM 29):In A ;?$ate of Siege Malfred Signal chooses to 
. ,  . .  
move to an island far from her home in order'to achieve a new way of seeing: 
InYelloy Flowers Godfrey Rainbird seeks to 'feel well fed and warm' (YF 3) 
. . 
. . 
. :. 
in New Zealand and to escape the 'haunting"'of hi's childhood ~. in wartime . 
England. Tom ~ivingstone of intensive Care reverses this movement, . . . 
, .  . . 
returning to England from New Zealand as an old man looking for his ' . 
wartime first love and finding her in the 'Recovery Unit' (IC 5). Turnlung of 
. . 
Daughter Buffalo travels to America to 'take a closer look at death ..: [in] a 
. . 
. . 
cquntry . ,  of death' (DB 20-21). In a now-familiar . 
. 
.. pattern qf klaboption and 
. . 
. . . .  . 
.: . 
resonance, . . ~ a v i s  Halliton of Livingin . . the Maniototo . visits.the . United States 
where she-'meets' (LM 15) the novel's othercharacters just as,.an octave of, 
novels prevj&slj inThe Edge of the Allhabet, Thora pattern had ?kt grid, 
. . 
made her joumey through the livesof the people., 
The Carpathians, in its capacity as a summary of movements of the previous 
novels and books of autobiography, articulates the role of the embrace in 
Frame's work. The novel is constructed as a series of movements between 
America and New Zealand, presided ovei by memob and imagination .. . figured 
. . .  . . 
as fo'kces . . capable . ofabolishing . .  accepted lawsof time and spice. 'The legend 
. ,  . . .. 
. . . 
. , 
of the Memory Flowei' (TC 7) combines c6nstru$ts +at-%e offered . in iarlier . 
novels regaiding memories-and thosewho keep them. In The Edge of the . '. 
Alphabet, for example, memory iiwhat produces story - narration is a 
response to the fact that 'the dead ... keep cropping up' (EA 3). while intensive 
Care describes subjective qualities of those who maintain memories: 'these 
pleated females with their folds and tucks and creases ... it is they who will 
. . 
. . . ~ . .  
.. , . 
keep the race-mekqry; flowir sied in h a c k  qf the wdrld' (IC 217). 'Writing 
. . 
. . . . 
takeshold of memory' and transfomis it to generate story as an'embrace of 
. .  . 
, . 
past-in-presint. A.mode-of subjectivity that lends itself to such an embr&& is 
characterised by an organised complexity of functional folds. The : ' '  
. . .  . . . 
Carpathians combines and extends these ideas, explicitly suggesting that the 
same subjective conditions underpin both the keeping of memories and their. 
activation and organisation in the form of stories that sustain the colkctive: 
fthe ydung woman . . released ., . the memory of the land when she picked+nd 
. .  . 
. . 
tasted . .  . the ripe'fmit . .  . .  ... . the  yesterday . .  . .  within thetomorrow ... [afterwhich she 
: . . .  . , . . . 
. . 
had] no human function but that of a story-teller' (TC ll)., . .  
. . 
. . 
. . 
. . 
. . 
. . 
The image in The C@parhians of the GravityStar relates to the ordering 
. . 
function of imagination with respect to memory; an embrace that includes but 
goes far beyond.temporal differences to include aesthetic, emotional, ethical; 
geographical differences and distances of all kinds. It is imagination that 
judges the subjective 'gravity' of things, that creates . the . 'folds and tucks and 
. . 
. . 
. . creases' of story, reorganising . .  . orthodoxies of . 
. . 
. . 
. . 
. . 
, 
:memoryand point of view (removed, overturned by the Gravity Star) 
the scene now of celetirati'ori, now of battle ... a galaxy [can appear] to 
. . . . 
. .. 
be both relatively close and seven . billion . light years away. (TC 7) ' ' 
Withdrawal, division, distensiqn - the third effect of sensation to be found in 
art as described by Deleuze and Guattari - has the opposite effect to that of 
. . 
the embrace,in that it forces awareness of disjunction between two or more 
. , : 
sensations: groupsof.figures are positioned in.such away that . . .  a dialogueis 
unavoidable, or a single . .  . figure is shown t@diveige, in a musicd theme and 
variations. . . In Frame, the embrace and withdiawal areto be found together in 
. . 
the same structures. The embrace that forces an experience of the many-in- 
. . 
one of writing-subjectivity is also an experience of dialogue, as in the 
. . 
subsumed characters of the early novels, or the shifting subjective 
'ownership' of the later ones. Subjectivity that folds the past into the embrace 
of the present, or the distant into the near, also brings with it the possibility of 
. . . . . . 
, .  . . . . 
. . 
disjunction. Across the body of Framels work, the equivalent of musical 
themes and variations appear in elaboiations and resonances between novels 
. . 
. . 
such as those'described between joukey motifs in The Edge i f  the ~ l ~ h a b ~ t  
and Living in the ~ a n i o t o t o , , o i  between the externally-imposed cbnstraints of 
the asylum in Owls Do Cry or Faces in the Water, and the self-imprisonment 
of characters in The Edge of the ~ l ~ h a b e t  or Scented Gardens for the Blind. 
Memory Flower and Gravity Star in their joint manifestations within the 
storytelling process ensure the experience of 'something that at fiist seemed 
. . ., 
. . 
. . . . 
implausible'(TC 7) - embrace as disjunction, , . disjunction as embrace - 'a 
galaxy ..: appears to be relatively close and.seven billion light ye& away1: . .
. . 
. . 
. . 
. . 
~ a n g u & e  in the service ofits own , . reform; ~rame 's  use of vibration, embrace, 
. . 
wit'hdrawai. Every effect of sound, image, strudture a confounding of 
available constructions, like the earthquake-effect that turns solid earth fluid 
before it can come to rest again(for a time) in a new conformation. And in the 
moment of fluidity . . and coming to momentary rest, another, descriptive, form .. .
of thought comes intoplay. ~ h r o u ~ h o u t  her work, Frame uses . . images that. 
. . 
seem to'freeze-fraine .moments of subjective change or entrapment: Francie, 
falling'into.the . . fire at therubbish dump in Owls Do Cry; the !wild dance' (FW 
44)'of the in  aces in the Water; Th6ra.s search for speech'in  he 
Edge of the Alphabet; thestone'thrown through . . thewindow in A state of. 
. ~ 
Siege; the operation of themanifold in Living in the Maniototo; the midnight 
rain in The Carpathians. These images can be considered in terms of the 
second category of thought (and there was a secbnd daughter ... ) discussed by 
Deleuze and Guattari in  What is Philosophy? - that of science. 
. . . . 
Where thk creation of sensations which renew our capacity for . . response is the 
thought+tctivity, proper to art for Deleuze and Guattlui, 'the object of science' 
is ... functions that, are presented as propositionsin discursive systems. The 
elements of functions are calledfuncrives' ( ~ e l e u i e  and ~ u a t t k ,  Philosophy, 
117). Science approaches chaos (and the second daughtkr went out into ihe . ;' 
forest ...) not as an infinity of sensory inputs as art does, but as a kind of 
indescribability. resulting from 'an infinite speed of birth and disappearance' 
. .  . . 
oflall . . possible formi' (Deleuze and Guattari, Philosophy, 118) in  i of 
. . ,  . ~ : :  
. . 
. .  . 
iefence.'.Wtiere art creates . sensory . experiences ivhose integiity c&,ists in 
. . 
. . 
recomposition;:.'shatteri~g lived perceptions into a krt of cubism' ( ~ e l e u i e .  
. . . . 
and Guattari; Philosophy, 171), science creates functibns'which 'freeze- . , . 
frame' the trajectories across which infinite movements trace themselves. 
Where art creates a sensory form (eg the sensation of entrapment i n ~ r k e )  in 
response to an incorporealproblem (the need for more room to 'be:), science 
describes qr projects the incdrporeal (eg themoment at which new linguage. 
. . . . .  
coalesces in AState of Siege)'in teims of 'a physical'existerice or actuabiy ... 
. . 
.. . 
. , . . .  
.. ,. 
that can be grasped by systemsof coordinates' (Deleuzeand Guattqi, 
Philosophy, 119) (in A state . of .Siege, the image of a stone wrapped in 
. . 
thrownthrough a window). Functions describe a 'State of hffairsof formed 
: 
matter in'the system' qflirn&(~eleuze and Guattari, Philosophy, 122) that 
cirtumscribes the state of affairs: the swoop (how high? how far?), the 
acceleration (what speed? what duration?). It is a question of variables and 
their limits (gravitational, atmospheric, bioenergetic). Where art asks, How 
c . . 
. . 
can it be apprehended? science asks, ~ h a f ' s ' h a ~ ~ e n i n g ?  : . : . : . 
. . 
. . 
Functionsoffer away of thinking about Frame's creation, on the boundary 
between figuration and enactment, of images of subjective movement. 1f a* is 
the daughterwho goes but into the forest and comks back saying 'I feu ...', 
science is the one who comes back saying 'I madethese picture's of some 
. . 
things out there'.'This mode complements the visceral conviction offered by 
sensation. To feel (sensation), and to begin to create a narrative of the moment 
in which feelings are embedded (function). A cost of creating such ag 
. .  . 
imagelnarrative is that functions can'describe movements on condition that 
. . .  . .  . 
. . .  
theyirrest them, and'in general, a stateof bffairsdoes notactualize a chaotic 
. . 
.... . . . . 
virtualwithout taking from it apotential'.(Deleuze andGuattari, Philosophy, 
. . 
. . 
. . 
122). snapshot: this is what it's like now. Measurink a s'tate of affairsgiv& 
one set of v&iablei(height,' distance) excludesother variables (speed, time). 
When . .  we . go from the state . . of affairs to the thing itself, we see that a 
. .  . .. . 
. . 
thing is always related to several axes at pnce according to vafiables that 
. ,. 
. . 
are  fimctioni:6f.eaih. other, even if the int&hd unity remains. . . . 
. . .  
undeteimined. (Deleuze and GuattG, ~ h i l ' o $ o ~ h ~ ,  122)
The question is how to free ourselves of the static reading created by a figure 
- for example, the asylum 'like a hive with the bees wailing and screaming 
. . 
behind the rusted wire-netting windows, as if their day's honey had been lost 
. . 
or never gathered' (FW44). How to approach the What's happening? of 
. .. 
. . 
. .  . . 
. . 
things;so.ai to  dete-ne the 'internal "nit$ formid by relitionships between . 
. 
axes? In dther words, how tb iricltide timein the '?quatip;n9; faithfully . . , . 
. . . 
describing astate of affairs, while remaining . .  . open to changk; It can be done 
. . 
by moving the thing described--'in this case subjective experience , 
. . . .  
confronting available language - through a program of changing 
relationships between axes, creating a series of 'nows' until a pattern emerges: 
when the thing itself undergoes . changes . of . coordinates, strictly speaking 
. ~~. . .  
it becomes a body;ind instead of the function taking the firnit and the 
. .:. 
variable as a reference, it takes invariant anda series of 
. .  . 
. . 
transformations. (Deleuie and Gtiatt&i, Philosophy, 122) . 
. . 
. . 
Jinguistic tropes lend themselves beautifully to this process, since the 
invariant is already present as the 'body' of the image itself - in the example 
given above from Faces in the Water, the image of the hive. Things and states 
of affairs are assembled in the form of the trope, as the 'invariant' that . ' ' 
determines 'an absolute . minimum . ... of independent extensions of this basic 
. . 
bbdy' (Deleuze atid Guattari, Philosophy, 123). The . hiveas . virtual entity - a 
. . 
. . 
. . . ,  . . 
sum of statis of affairs of experience-in-search-of-language. . . The hivels "states 
. . 
of affairs'. include Gbjeitive be(e)iig; iqhgiiig for anddependent on the 
.: 
possibility of articulation in . language; distillatiodtransfofmation of what is 
carried back and fo.rth between experience and the system of language; 
encounter with a variety of conditionsof the system in terms of resistance to, 
or facilitation of, speech. Frame's image of the hive gives a virtual habitation, 
a kind of name or 'invariant' to particular combinations of subjective 
. . .  
. . 
circumstances, while still acknowledging the chaotic pdtential which 
surrounds it: this is just one among an infinity of possible movements. Its 
choice is motivated by the sense of urgency, of necessity, that has been 
established through art's sensations. 
. .  . . 
. . 
F r h e  avoids making the 'body' of the image a part of the problem it seeks to 
- .  . 
describe by taking it through a 'series of transformations', actualising, by 
. . 
. . .  
altering, the particular circumstanc~s pf the states of affairs which make it' up. 
. . .  
In Faces in the Wafer (1961), the hive with its 'wailing and screaming' 
inhabitants who have 'lost or never gathered' the sweetness of articulate 
speech is an image of the frustrations of.hell, undergone by those whose 
experience is resisted by the system of available language, 'a% i f in their life 
they have never been able to say what they needed to say or have neverhad 
anyone to say it to' (FW49). By the time she comes to write Living in the' 
Maniototo (1979), hdwever, ownership of Jhe process of articulatidn has 
passed'from the system to its users: 'the hive' has beconie 'a wild bees' nest' 
(LM 118). As a consequence (and model) of changesbrought about by the 
. .. 
. , 
writing . 
. process itself, bking'able to say' is no longer theobject of fyears of 
. . 
search .:. wasted time and yearning'in 'flowerless fields' ( h 4 4 ) .  Instead, 
speech is a property of resistant Subjectivity, subjectivitywhich has 
trinsfomed itself over the cqurse of . ~ r k e ' s  . body of work from.& image of, 
incarcerated powerlessness -hive as asylum - to one of dedicated agency 
in the fom'of writing-consciousness - a 'wild bees' nest ... full of the honey 
of assorted flowers' (LM 118); i plate for distillation of subjective experience 
whose authority is no longer in question.  he-virtual is captured as frozen 
movements, states of affairs, and reanimated as patterned shifts of 
coordinates, delineating the What's happening? of a body which actualises 
itself in the moment of interrogation. Details of the image tell what changes 
have occurred, moving from confinement as detritus within 'rusted wire- 
netting' to free flight in and out of in organically modifiable repository of 
. . 
treasure: 
. . 
The difference between body and state of affairs (or thing) pertains to 
the individuationof the body, which proceeds by a cascade .. of 
. 
'actualizations. With bodies, the relationship between independent 
. . .  
variables becomes fully worked out, even if it meansproviding itself 
with a potential or power that renews its individuation. (Deleuze and 
Guattari, Philosophy, 123) 
What Deleuze and Guattari describe as the thought process characteristic of 
science proceeds by alternately making virtual the actual in the form of 
'freezerframe' functions, aidthen reactualising these functions a s a  'cascade' 
of stills that creaievirtual bodies, .'communications' of 'separated, 
. . 
unconnected systems' ( ~ e l e u z e  and Guattari; ~ h i l o & ~ h ~ ,  123), as the system 
of the hiveand the system of the wild bees' nest would be, were theynot 
situated within a body of work that lends itself to the cascade effect. Each of 
Frame's novels is an elaboration of some aspect of the last that relates to the. 
work of subjkctive transformation. Because of this, although the number of 
movements or images that could pass through each novel's 'frame' is 
potentially unlimited, all the novels share the range of variables attributedto a 
plane of reference thatis determined, not in advance, but according to the 
necessities of unfolding subjective transformation. Itis as ifshe sent thetwo 
. . 
daughters, art and science, into the forest together, and only where the first 
says 'I feel something new here' does the second make an image describing 
what's going on. Image-making on its own does not have a capacity for 
selection: its motivation must come from elsewhere. 
The creation of links between images across the boundaries of individual 
novels is another example of Frame's refusal of closure, another way in which 
she manages to create the monument and make it subject to changeat . 
. .  
the 
same time. Where does each work end if a reading must include both , . .  
anticipation and retrospection? Although image-making lends itself to the 
creation of solitary, lapidary instances, since 'science ... produces all kinds of 
. . 
bifuractions on aplane of reference that does not preexist its detours or its , . 
laydut' and 'the hiitoryof the sciences is inseparable from the construction, 
. . 
82 
nature, dimensions, and proliferation of axes' (Deleuze and Guattari, 
Philosophy, 123), Fraheinakes her images act as markers significant 
moments within a wider'narrative, an itineraryef subjectivichah$.1solated . 
. . .  
tropes, however brilliant,do not interest her. Having enacted and figured the 
process of. change, a third form of thought becomes one that can. .' 
. . 
. . 
account for howtheprocess is possible at all. . . . . . . 
In this chapter, up.to this point I have described the way Frame, in response to 
. . 
problems posed by particular historical conditions, constiucts a narrative of 
subjective change through her writing by' creating sensation's corresponding . . tq 
. . 
subjective experience, which sKe then locates and orients . . by means o f .  ~. . 
. . .  
descriptive:images.She . . .  models . a self that is in 'the process of learning to 'say 
. . 
what it needsto say': I have this sensation, and here is my image of what ,' 
causes ii:Having elaborated this movement overthe course of nine novels, 
from Owls Do Cry (1957) to Daughter Buffalo (1972), in her tenth novel, 
Living in the ~ a n i o t o t o  (1979) she anives at the construction, again in 
figurative terms, of a metanarrative setting forth the conditions under which 
. . 
such subjective changes are able to occur. This is the.appe&ance of the third 
daughter who, after the other two havefeltand deicribkd their momentsin the 
forest, says 'I understand'. The principle of fabulation,'the storyielling .. .- 
, . 
principle, introduced as perceiver and facilitator of change: the writing self 
. .  , 
whois able to observe the landscapeand make use of its features as lines of 
flight. The form of thought proper to this principle of connection is, according 
to Deleuze and Guattari, the formation of concepts. Daniel Smith summarises 
this movement in his discussion of Deleuze's reading of Kantian faculties: 
Such is'the use of the faculties put forward by Proust: a sensibility that 
. . 
.. . . 
. , 
. . 
apprehends and receives' signs; an intelligence, memor); and '. 
. ., 
imagination that interpret them and explicate their meaning ... and a 
. .  . 
pure thought which discovers their essence as the sufficient reaSon.of 
. . the sign and its meaning. (D.Sniith 34) 
. : 
Philosophical concepts as defined by Deleuze and Guattari are thought- 
constructs, . . 'created a s a  function of bowledge] problems which are ihought 
to bcbadly understoodor badlyposed' (Deleuze and ~ u a t t a r i , . ~ h i l 6 s ~ ~ h ~ ,  . . ' ' 
. . 
16). They present 'possible worlds'(De1euze alid Guattiri; Philosophy;48) in 
response to these problems: for example, theconcept-of a bird might be a - . 
response to the problem of flight. In Living in the Maniototo, ~ r & e  offers the 
concept of 'the manifold' (LM 31, 108, 117-118) as $figure of writing' . . 
consciousness, in response to the problem of how to constitute subjectivity 
. . .  
that is able to accommodate change and difference. Itis a move that defers the 
. .  . 
clOsures of culture; drawing onthe o anti an definition Of manifoldis "the surh 
.. . , ..:. 
. . 
of particulars'fumished by sense beforethey have been unified by the . . . 
synthesisof the understanding7 (OED)& ivellas on'Riemann7s mithematical 
modelling of multiple dimensionsof timeand space, and on Structures such as 
'the . manyplies' . (OED) of animal intestines or Frame's own 'Wild bees' nest' 
(LM 118) that maiimise surface area . within ~ a confined space. All of these ' . . 
figurations can be placed alongside Deleuze's theorisation of the fold in his 
work on Leibniz and the Baroque, which uses the concept of the monad to 
think foldedness as 
. . 
. . 
a unity that envelops a multiplicity, this multiplicity . . . . developing the One, 
in the manner of a 'series'. The One specifically has a power of 
--  envelopment and.development; while the multipleis insipaiabie f o p  
the folds that it makes when it is enveloped, and of unfoldings when it is 
developed. (Deleuze,The Fold, 23) 
As an individual unit each monad includes the whole series; hence it 
conveys the'entire world, but does not express it .without expressing 
. .  , . .. 
: . . .  
. . 
mor&.cleaily.a small regionbf the wbrld, a 'subdivisioh', 6 borough of 
thecity,a finite sequence. (Deleuzc The Fold, 25) 
. . 
Framels conceptualisation of writing consciousness in the manifold is-that of 
. . 
. . .  
the double becoming enacted by street level politics, transfor&ng, by writing, 
the given, and the other way round. Noi imagination or  available language, 
. . 
not conceptual freedom or social . .  . commitment, but 'AND ... AND ... AND' 
. . 
. . 
(Deleuze and Guattari, Plateaus; 98). . . .  . . . . 
For-Deleuzeand Guattari, a concept has some of the characteristics of an . . 
. . . .  
. . 
image (although it must always be ready to take . . flight, to break uplout): it has 
a number of components; these componentsderive theirmeaning in.relation to 
one another; to add or remove a component is to create a different entity; a 
concept has a history and potential links to other concepts, but is nevertheless 
a self-contained whole. Take for example an image of a bird as embodied 
. ~ .  
flight: its components are'feathers, . . wings, body conformation; . . the relations 
. , .  
. . 
betweeithese things combine to fomsomeihing that is flying-bird-like. An 
image that does not contain the possibility of one 6f these components is nit- 
. . 
. . .  
flying-bird;'thereis a history of representations of flight which emphasises . . 
differing aspects eg gliding, and there are links to other images eg flying 
mammals, but the image of the flying bird does not need these things inorder 
. . 
to exist. The defining component of Frame's concept of the manifold is its . 
folded nature, which constructs an ontology of com-plexity, 'with- 
foldedness'. One characteristic of the 'wild bees'. nest" structure . . is its . capacity . 
to dispose.across itssurfaces great quantities of experiential data - 'the's& 
of particulars furnished by sense'-'without ordering themhiera i~hica~l~.  
. .  . 
Anothei . . is its . capacity , to brder. ahd re-order the relations . 
. 
df its contents ] .. . 
according tq principles of connection determined by, its builder - this point 
touches this (persons, objects, ideas, in time, in space) as I create a fold. . The . 
manifold as representation of subjectivity foregrounds a mode of ordering and 
relation of content. 
. . . . 
. . 
Since Frame's ccmceptualisation pf writing s;bjectivity is enacted by and in 
her'work, the book'isan embodiment ofthis subjectivity as described in her 
figuration of the manifold, . . which speaks of hoiv 'there aresome insects that 
carry a bulge of seed outside their body as the intelligence of the'universe , '  
. . 
carries its planets and stars' (LM 117). Book-as-manifold-as-writing- 
subjectivity isan embodiment of the possibility ofsubjective change: The 
. . 
book becomes a soul like that described by Deleuze in The Fold. In this work 
on folded spatiality in the Baroque, Deleuze reflects that 'inclusion or 
inherence is thefinal cause of the fold', andwhat it 'accomplishes' is 
. . 
. . 
. . 
. . 
'necessirily a soul, a subject': 
, 
A soul always includeswhat it apprehends from its point of view, in 
other words; inflection. Inflection is an ideal condition or a virtuality 
. . 
. ... 
that currently exists only in the soul thar envelops. it. Thus the' soul is 
. . 
, 
what has folds and is full of folds. ( ~ e l k z e ,  f i e . ~ o l d , 2 2 )  
. . 
Frame's manifold is a creation which both chailengeSand augments existing 
.. . , . . . . 
constructioris:'Concepts are centres of vibrations,'eachin itself and every one 
. . 
in relation toall the others. This is why theyall resonate rather than cohereor. 
. .  , . 
correspond'with each'other' (Deleuze and Guattari; Philosojhy,23). They arc 
. . 
entities composed of elements extracted from chaos and ordered by means of. 
internal relations of those elements. And while every concept is 'qultiple' iri 
this sense, there is no concept 'possessing every component, since this would 
be chaos pure and simple' (Deleuze and Guattari, Philosophy, 15). The ' . . 
. . 
manifold is a . little . totality const.ructed by exclusion, 'cut out' from the rest of 
. . .  
. . the universe. 
. , 
Another feature of Deleuze and Guattari's formulation is their emphasis on 
the way concepts afe . created . by individuals, 'signed' just as images are: These 
. . 
proper names - the Cartesian cogito; . .~ Bergsonian duration- become. . 
, ~ 
'conceptual personae who haunt a particular plane of consistency' (Deleuze 
and Guattari, Philosophy, 24) as a style or cast of consci6usness, and as 
witness to the historical nature of t h o ~ g h t . ~ . ~ h e  Frame manifold, then is 
. . 
. .  . 
'haunted' by the figure, of the trick~ter-storyteller who creates amalleable 
style of.consciousness; a habitation out of thesubstanceof herown~'wi1d 
be(e)ing'.Thisactiviiy is dictated by the'absolute n6cessity df constnicting a 
. . 
shelter for herself or dying: history throws up problems that demand the 
creation of new concepts, and new concepts raise questions that allow the 
' IcanLuc Nmcy describes lht way in which 'such k of pmpr name ... imgarts n %comingconcept" IO proper 
name ... g d  ... it i m p m a  "becoming-pmpcr-name" IO concepts ... To "bring to language" docr not here mwn IO 
tnnrlatc into language ... but it means to have language bear lhc weighf of whal is not' (Nancy 11 I). 
determination of further problems. As a conceptual persona, the creator of a 
concept is-a nexus - of i dea  that form the'concept's . . history, and of problems 
relating to tliose ideai'that urge'.theri%elves in theindividual's historical 
moment. Frame's storyteller is a figure:of late twentieth-century experience: 
Shkwrjtes fluid evasions ind subversions of toialising regimes; she is a 
postcolonial figurationof the construction of marginal space; she is a figure of 
. ,  . 
the gender wars. 
Increating . .. concepts out of the necessities of her own place and moment, 
Frame alters the.dynaniic ofthe whole conceptualisation . . of . subjectivity. . .  To 
think'difference usingavailable 1anguage;out of,pirticulafexperience,'is to 
create a-possibility nbtjust in terms of what is brought intb being, but of 
further differences that might be thought:. ' . 
[Concepts] are not pieces of a jigsaw puzzle but rather the outcome of 
throws of the dice. They resonate nonetheless, and the philosophy that 
creates them always introduces a powerful Whole that, while remaining 
open, is not fragmented: an unlimited One-All, an "Omnitudo" that 
includes all the concepts on one and the same plane. It is a table, a 
plateau, or a slice; it is a plane of consistency or, more accurately, the 
plane of immanence of concepts, the planomenon. (Deleuze and 
Guattari, Philosophy, 35) 
This plane of immanence, 'thesinglewave that rolls ... and unrolls' concepts' 
'multiple waves' (Deleuze and Guattari, Philosophy, 36); or 'the breath that 
suffuses the separate parts' of the 'skeletal frame' @eleuze ' a d  Guattari, . 
Philosophy', 36) of concepts, . . is like the suin or whole-of techniques and styles 
available to the make'i of a woik of art - tools, materials, iechnical traditions, 
. .  . 
subject matter. Thus Frarhe is a wornanwriting in the novelistic . .  . . genre, in. 
English, in the Newzealand of the second half, of the twentiethcentury Just 
as this array of preconditions is riot the work bf a 0  itseif,so 'the klane of 
immanence is not a concept that is or can be thought but rather the image of 
. . 
thought, the image thought gives itself of what it means to think' (Deleuze 
. . .. . . 
and Guattari;.Pfiilosophy,37) at a giventime andplace. . . 
. .  . 
. . 
. . 
Frame;' in her. formulation of anadequateconcept of subjectivity, integrates 
categories of thought, using art forms and concepts already available to her 
and interrelating them in a body of. work. Thiiinte&latioi models a way of 
bringing about subjective change. Through wnting that is able to give ] 
. . 
experiences that 'state the problem:, she provides a basis for the creation of 
. . 
. . 
. . 
concepts, aniving at a refoiinulation of 'what it means to think'. ~ h i s i n  tu& 
. . 
. . , . .  . . .  . . 
creates the conditions'for furtherworks of art, and so the movement 
.. . 
. . . .  
continuis; She modek the poss,ibiIity thatwhat it means.tothi& can change 
. . 
with time iindwith the formation of concepts, just as what it means to make a 
workof artwill be influenced by technology and culture, for examp16 by the 
appearance of film as apossible medium, or as a result of a prohibition on the, 
depiction of living creatires (the bird disappears). 
. . 
. . 
. . 
Having arrived at the figurekoncept of the manifold, Frame undertakes 
another, related, conceptual reformulation of subjectivity. which she articulates 
in terms of the 'hypotenuse'. Like the manifold, this figure could also be , ' '  
. . .  
described as havingthe status . .  of a concept, . & a  response to the problem for 
. . 
writing of finding both sufficient distance to create anafrative arid staying 
experientially connected with what iswritten. If the conceptof the manifold 
describes how writing-subjectivity works, . . the concept of the hypotenuse . 
describes how it is maintained. The components of this concept a i  Frame 
creates it are figured in terms of geometry: the hypotenuseas the long side of 
a right-angled triangle which joins the other two sides, and has characteristics 
of both adjacency to the two . .  angles . .  fornied with them, and opposition to the 
. . 
. . 
, .. . 
rightangle they foiiCThus the image figures the way a storyteller is burdened 
by tensions of connection between the worlds she writes, and experiential 
. . .  . .  , 
necessities that inform these'worlds. The hypotenuse/itorytell~s ubjectivity 
iS determined by,and yet subsumes, the other two (experiential) sides 
. . 
. . 
according to the fomiula h2 + b2 = cZ; that is, the combined squaies of the two 
shorter sides 'prove' equal to the square of thehypotenuse. The 'closing in' of 
the triangle points to another tension inherent in the narrative function - the 
... . 
. . 
. . 
fact that bringingexperience,into speechisalsoan imprisoning; shepherding 
'. :. 
movebent. The size,' the position,the enclosed of 3 partidular wrjti"g . ' . . 
. . 
!tria@ulitionl is tiistoricafly . determined:.The . narrator of Living in t'h'e 
. . 
. . 
Maniototo puts.itthis way: 
. . 
I am Hypotenuse. . ' . . 
Here burdened by the.weight.6f opposite and @djacent 
proveif equal to others, never to myself, 
I square'with myself for the satisfaction of others who count more . than . .  I 
. . 
. . .  
who-lie asthin as a gardenlinein my fleshlessbody. . , . . . 
. . 
who lie and square and cube and carry and join. 
. . 
, . 
. . Iam Hypotenuse.1 closein . . 
ashape that is nameless without iny prison. 
Larger than opposite and adjacent 1 yet suffei their comer-creating 
presence, 
the shadows formed-in the crook of our shepherded lives; 
the comer of the paddock where the-fence, is propped up, strained, 
. , 
the grass grows through. . the . bright barbed wire; mushrooms appear 
. . .  
9vemight;the old horse . . .  stands to drop hiS hot cone of straw-filled 
. . 
. \ ,  . 
. . 
manure. 
. . 
I am Hypotenuse of a southern country. I fence, perhaps, a farm 
overlooking the Tasman. 
Pages turn, touch my boundaries, black print, underlinings underlined 
. . 
The concept has an etymological component too, in its meaning of 'stretching 
under,.: thkadjacency or distancingeffect is not,to return for a moment to " 
Certeau's image bf thecity.6f languagetreated in Chapter One, a r i ~ u l t  of the 
scopic &e of the city planner, but rather it is d.es&iptive'of a subjectivity . ' 
. . 
located at the level of the pavement which supports those who walk 'down 
. . 
below'. . . 
. . 
Frame's hypotenuse has been variously written about, usually approached via 
semiotic analysis; with each writercontributing to the body of knowledge 
about the image. Patick Evans reads the hypotenuse as an exploration of 'the 
way artists'try to express their vision without departing from the real world', 
holding together 'a base thatrepresents life and a vertical that represents art' 
(Evans, Meanjin, 381):Dorothy Jones also subscribes to'this view that 'it i$ 
the artist who, as hypotenuse;joins [life,and art] and ... give shape to what 
wis previously foimless' (D. Jones 183). Karin Hansson, in herstudy of 
~ r h e ' s  Work as a challenge to Darwinian andspencerian theories of 
evolution entitled The Unstable Manifold, takes thefigure's semiotic potential 
a step further: Commenting on Frame's expressed fascination with '. 
synechdoche-'the partrepresenting the whole, the . container . for the thing : 
contained' (McLeod 25) - she reads ~rame ' s ' re~ea t~d  use of triangular 
. . 
imagery, open as it is to vaeties of intirpretation and definition, as 
'syne&hdochically modelling ... the incompleteness of human perception &d 
&e significance of point of view' (Hansson 68). Hansson argues that this 
'incompleteness~ 'can stand' for self-centred asseition of authority and the 
rigidity of simplified and select representation' (Hansson 70). Gina Mercer, 
on the othei haid, foregrounds the sign's effects, but takes the argument in a 
different direction. In the chapter ' ~ i v i n ~  in the Maniototo' from her 
Subversive Fictions; Mercer presents a diagrammatic ' ~ a n c e  of the Sei-en 
Triangles' (Mercer, Janet Frame, 206) which offers seven differing readings 
of the base/verticalhypotenuse elements of Frame's triangulations, and, 
commenting on Frame as 'maie mistress', says, 'you know how the maze 
. . 
mistress feels about oppositional dichotomies. Not asingle one can go 
unchallenged' (Mercer, JanetFrame, 205). 1'n the work of these writers, then, 
the hypotenuse begins to emerge as a figure, not of what an artist does, but of 
, how she does it. 
Approaching Frame's figurations in terms of their components,as in the 
preceding examples, contributes to the body of knowledge about the image. 
What such an approach does not take into account, howeve;, is the beauty and 
power of the form concepts take in Frame's writing, which lies in the fact that 
their detailsire instantaneously present as images,even whew'present'ed . . in 
.. 
wordi. This instantaneity is comparable to the movetrient,tbbe found in a . '  
static visual image, in that all thepossible relationsbetween components &e 
presented a t  once. Philosophical . 
. thought for Deleuze'and Guattari is 'infinite 
movement or the movement of the infinite'. (Deleuzeand ~ u a t t & ,  : 
Philosophy, 37) on the plane of irnmanence:.a concept is a thought-construct 
. . 
. . 
composed,of instantaneous movements, connections that make themselves 
. , .  . 
infinitely in the'act of being fomylated. The planelplan delineates what cin 
.. . 
be thought at a' given tiine: 'elepents of the plane arediagramhatic features, 
whereas concepts i re  intensive features' (Deleuze and Guattari; . . Philosophy; 
. . 
. . 
. . 
39). New concepts 'modify or extend What it is possibleto think. The 
. . 
'intensive'details of Frame's image/concepts modify an area of the 'diagram' 
of thought. . . . . . . 
. . 
. . 
Frame creates her concepts in response to pressing philosophicil problems, 
but the pattern of their details couldin no way be predicted from the nature of 
the problemsthemselves. Deleuze and Guattari have a formulation of what it 
is that determinesthe 'intensi~efeatureslchaYadtiristicof a project or bddy 
of work. For them; conceptscannot be'deduced' from the plane, any more 
than a Work of art can bededuced from the finge of tqols and techniques. 
available to an artist. 'Their correspondence goes beyond even simple' , , 
resonances and introduces instances adjunct to the creation of concepts, 
namely, conceptual.personae7 (Deleuze and Guattari, ~ h i l o s o ~ h ~ , '  40). As a 
determinant of conceptual 'textures', in Frame's work, ihe trickster-survivor- 
storyteller ensuresthat 'intensive features' of her concepts will be informed 
. . 
by those personal and historical necessities that I have noted as . . .  charact'eristic . 
. . 
of a particular moment of modernism: the need to be connected but to resist 
. . 
being Subsumedentirely, the need to create a'home' but also to keep moving, 
. . . . 
Becauie the philosopher-artist-is . . a kind of bottleneck of . historical . forces that 
result in the fo&ation of a particular understandingof what it means td think, 
Deleuze and Guattari describe the plane of immanence as 'prephilosophical' 
(Deleuze and Guattari, Philosophy, 40). The layout of the plane is determined . . 
. . 
by a confluence'of available ideas with the thinkingp~ocesses . . of individuals 
. . 
. . 
who bring'philosophical' thought to bear on it. Thehistory of the.cr&tion of. 
concepts proceeds along lines that follow the resistancesand passions of '  " :  
individuals who, as artists encountering problems of technique (Frame as 
. . .  
writer, subject to the restrictions'of genre, living in a postcolonials&iety etc) 
. . 
and subject matter. (eg how to createa becoming-mad in late twentieth century 
New Zealand and still get books published), construct new images in response 
. . 
to problemsof thought that have most urgency for them: . . .  
. . 
. . 
Pritisely beqauie the plane'bf i-anehce is piephilgsbphical and does 
. . 
not immediately take effect with concepts, it implies a sort ofgroping' 
. .  . . . .  
. . 
experimentation andits layout resorts to.measures that a& not very . ' ; 
respectable, rational, or reasonable. These measures belong to the order 
of dreams, of pathological processes, esoteric experiences, drunkenness, 
and excess ... To think is always to followthe witch's flight. (Deleuze 
and Guattari, Philosophy, 41) 
. .  . 
. .  . 
The trickster~storyteller is ~recisely the one who is in a position to take 
. . 
whatever . . . 'not . veiy respectable, rational or reasonable' measures are necessary . . 
in order to foimulate ideas adequate to subjective (outsider) experience. . . , 
. . 
Thinking as cre'ation of concepts is dangerous because it involves &ounters 
. . 
~. 
with the 'unthinkable' in every sense of the word: . . 
. . 
it becomes a case of obvious consequences when pure immanence 
provokes a strong, instinctive disapproval in public opinion, and the 
. . 
nature of the created concepts strengthens this disapproval. (Deleuze 
. . 
. . 
and Guattari, Philosophy, 42) . . . . .  
To remember that thought in Frame's work is'informed by survivor-trickster . 
. . . .  
. . 
. .. 
consciousneisis to be reminded that the whole writing project is oheof self. 
transformation: she survived,-and made a place in which she dould survive, by 
writing. What could not be thought is brought into consciousness, and 
consciousness both + diagram ahd as intension is . changed . irrevocably: 'one 
does not think Without becoming something else' (Deleuze and Guattiiri, 
Philosophy, 42). The history. of philosophical thought cin be understood as a 
history of danger, because' it is the resistances . .  of . me plane -'problems.' : 
. . . . 
whichare thought to be badly understood or badly posed?'- which have been 
the instances for the creationof concepts1Frame herself images . the . place 
where awriter lives and works in t e m ' o f  the area in New Zealand known as 
'The Maniototo': 
. . 
'unforgettable landscapes composed of severe lines and blocks and . , 
. .  . . . 
. . 
planes; their stark geometry uninterrupted ... an extensive surface from 
whichmost of tlie cover has been strippedto reveal the schist and old, 
. .  . .  . 
, 
greywacke undermass .:. the Miniototo plain.:.. G i a ,  ri toto,. 
. . 
bloody'. (124 8) 
. . 
Frame's Maniototo is her own historical problem and her response to that 
problem. It is a diagram of subjective experience at a particular moment, and, 
the concept-lives that unfold on it are adaptations and challenges to it. Frame 
as trickster-stojteller wanis that challenges such as the creation of concepts 
. . 
. . 
are not without danger. They mayinvoke annihilating responses that arise out 
of the dynamics of the plane, as in the case of the jeweller TO-y of Living 
. . 
in the Maniotdto, whose creation . , of 'tiny worlds' ( L M  33) leads to his ' . . .. 
destruction by 'a Blue Fury ... as if a fire from the center of the earth !.. had at 
. . 
last been forced through into an overtaking of the visible world' (LM 38). But 
nowhere' does she 'suggest that dangers and rewards of negotiating subjective 
. . 
. . problems originate from apywhere but . the . plane itself. 
In a century in which the near-destruction of entire populations has resulted 
from a desire to force them into alignment with totalising world-views, a 
problem confronting'philosophy; . . according to Deleuze and Guattaii; has been 
the question of transcendence, With its attendant power to'give (divine) 
. . 
sanction to concepts: ~hi loso~hical  thought is caught between the . risk, . atone 
exueme, of understanding its role as 'providing plea&it or aggressive dinnei 
conversation' (Deleuze and Guattari, Philosophy, 144). and at the other, of 
instituting the transcendence of a'God and a divine order to whichcreation 
must be subjected.~Deleuze a d  Guattari!~ introductionofa planedf' . . .  " 
irnyinence'thatis 'no lon'ger immanent to somethingother than itself 
. . 
. .  . . 
~ . .  
(Deleuze and Guattaii, Philosophy, 47) is a way of thinking about artistic 
endeavour thatbrings attention back to the role of thought as a cr6ati;e 
modality which 'invents modes of existence or possibilities of life'. (Deleuze 
andGuattari, Philosophy, e). Like any artist's creation, the self-referentiality 
. . 
of the plane of immanence directs focus to what is happeningwithin.its slice 
. . 
or 'section of chaos' (Deleuzcand .. .. Guatt.*, Philosophy, 42), which . . 'present's 
. , 
onlyevents; that is, possible worlds as concepts' (Deleuze and Guattari, . , . . 
. .  . 
Phjlgsqphj, 47). No 'outsidei can be'called upon as guarantor; sin& h e '  " . . 
. . 
cgnceptual persbna isan inhabitant of the plane. Contingency can be . . 
acknowledged - each plane is an image'of thought -as the v e j  ground for 
. . 
experiments in knowledge which are related to pressing historical needs. 
. . 
. . 
Frame as a proper name, an Other on the plane of immanence, is the sign of a 
place of experiment in becoming, a possible world: 
. . 
' 
The destiny of the philosopher is to become his conceptual persona . or . 
personae,at the same time that ihese personae themselves become.. , . 
. ~ 
something other than what they are historically, mythologic~lly or 
c o ~ o n l y  ...The conceptual persona is the b6comi"g or the iubjkct of a 
philosophy. (Deleuze and Guattari, Philosophy, 64) 
Because of the myth that surrounds her life, Frame as proper name is 
, . 
inseparable from the style of being I have described as trickster/survivor- 
storyteller, andin this sense she fulfils what Deleuze and ~ u a t t & i  describe as 
. .  . 
. . 
'The roleof concepiiql persona ... to show thought'Sterrito+eil' . . .  (~e leuze  ahd 
. . .  
, Guattari, Philosophy, 69), the qualities of the plane of immanence'indicated 
, 
by the style or flavour of the featurescalled-forth in interaction with it. The 
trickster-storyteller connects with other territories of thought, too, other 
moments of the plane, through the questions itraises: how does this style 
connect with other styles; what is its manner of proceeding; what does it claim 
. . 
. : 
asuniquely its own; onto what reneived possibilities of life-does it open? ' ' 
. . 
Conceptual personae constitutepoints of view according to which 
. . 
planes of.imrnanence are distinguished fromone another or brought 
. . 
together, but they also. constitute the conditions unde; which each plane 
finds itself filledwith concepts of the sake group. (Deleuze and " 
. .  . 
Guattari, ~ h i l o s o ~ h ~ ,  75) 
. . .  
Frame conjures the trickster:storyteller as the animating spirit of an 
'. 
experimental siyle of thought, likea visualartist~working ihiough a stylistic 
. . ,  . .  
mode (thepink period, the blueperiod) that exp1ores:the'potentialitie~f 
: . .  
available materials and techniques. Anindividual thinker may, create a .. 
number of conceptual personae, and in fact Frame may be in the of 
formulating another, since she has said in a 1988 interview aftei the 
publication of The Carpathiam that she felt ready for a move away from 
'no;els that feature novelists writing novels' (Alley and willia* 50). She 
may be engaged in 'laying out, inventing, . . and creating';.. . .  .  diagrammatic, . 
. . 
personalistic andintensive features' (Deleuze andGuattari, Philosophy,'77) of 
. . 
a renewedplane that has resulted from her.previous creaiion (andsuivival of 
the creation) of conceptual 'worlds'. Thg cunning ofthe survivor-persona 
. . . . . .  
. . 
working with and against the resistances and aptitudes of the given, that is, 
. . 
. . 
prevailing 'free opinion' (Deleu'ze and Guattari, ~ h i l o s o ~ h j ,  79) creates 
changed conditionsof thought, which necessitates the appearance of a new 
persona. This process is described by Deleuze and Guattari as 
. . 
'geophilosophy' - a continual cuttingout of new territories fr6m chaos, and 
the return of the 'Stifling' 'present relative . . rnilieju' (Qileuze and ~uat tar i ,  ' 
Philosqphy,lOO) to'chaos in order to re-form it: deterritorialising flash . that . . .. 
permits creation of a u-topos. Or as Frame puts it: 'the whole world with 
. .  . 
everything broken by the grBvity star but notlost.Everything ... to be'. . , 
renewed, rehilt;  selves, thought, language, everything' (Alley apd ~ i l l i a m s  
. . 
48). 
As well as being 'haunted' by the shape-shifting figure of the storyteller, the 
rqalm(S) creitedby the novels of Janet Frameare also populat6d.- lit&rally 
. . . . 
characterised- . . ,.. ~ tiy . otherfigures relating to the sensations and descgp$ons ., 
proljer to those modes of thought that belong to the'narrativk itself. Just as the 
inSisible presence ofthe storytellei is often, but not invari~bly, mate'rialised as . .
. . 
a character or characters in each novel, so these other presences sometimes. , 
make their appearance, though not invariably and not always centre-stage. 
The mode of thought that marks moments of subjective change and produces 
. . . 
images that describe something leaving one system of references and entering 
. . 
. . .  
another ischaracterised by theimplied presence of onewho observes each 
. . . .. 
specificchange as it occurs. The presence'of the observer inarks a movement 
. . 
like that described in Pierre Macherey's Deleuzian analysis-of Spinoza in :. 
. .  . 
which 'the transition to freedom' 
. .  . 
operates mainly through6"r imagination, developing a real ars 
. . 
imaginandi that involves passing from the' state where one imagines 
'simply', simpliciter ... to a state where one imagines 'vividly and more 
distinctly', vivide et distinctus, more intelligently ... a transformation of 
the'workingsof imagifiation that progressivelj . .  eliminates . their.bisiive 
. . 
. . . . 
aspects, bringing them ever closer toa prbduction of adequate ideas . 
. . 
. . (Macherey 154-55) 
. . 
Using Deleuze and ~ u a t t k ' s  definition, the mode of observation is 
characteristic of Frame-the-scientist, present as observer of differentiations in 
the plane of reference. Where the (impossible) humadhistorical presence on a 
plane of immanence takes the form of a 'haunting' by conceptual personae, by 
contrast, the humadhistorical connection with a plane of ieference is made by 
. .  . ,  
. .  . . .  .. . 
'pairial observei-s in relation to functions' (Deleuze and Guattaii, Philosophy, 
. . 
129). Sometimes this presence is made explicit in chaiacters i"bh ak 'hor i  
, . 
Pattern of The Edgewf the:Alphabet,:who '.have.acquired a specialinterest and 
slull in being a compass for others ... [appearing] at crossroads, at the entrance 
to mazes, on the outskirts of cities, at the edge of the alphabet' (EA 266), or 
Mattina Brecon of The Carpathians, who observes and reports the effects of 
the Gravity . Star. . Sometimes the presence remains implicit, as in A State of 
Siege; where Malfred-Signal's.epiph&ic experience of new laig&gei.s 
. . . .  . . 
. . 
d6scribed:by a narrator as elusive as the 'Anyone from Aiijwhere' (SS 58) 
. . 
. . 
whb brings the message. . . 
. .  . 
. . 
. .  . 
Frame-as-scientist, as observer-describer 'draws up paradigms' (Deleuze and 
. , 
GUattari, Philosophy.124) that g v e  direction to narratives that emerge across 
the body of her work. Images of the asylum-hive and the wild bees' nest are 
part pf the . . same . paradigmatic framework,where the, substitution of the latter's 
fullnessfor the former's anguished . . .  poverty provides a vector, offering . . .' ' 
subjective guidance th'at '.give[s] warning to thelost children and' the tired 
. . 
eldest son out toieek his fortune' (EA 266). Pis paadigmaticentitiks;ihages . . 
. . 
Created by thk observer are !figures defined by a spiritlialte"sidi';ather th& 
by a spatial intuition' (Deleuze and Guattari, Philosophy, 25). The sensations 
. . 
created by Frame-the-artist assign values to d ic t ions  of axes and to ' ~ 
movements through sets of coordinates - 'higher, 'lower', 'faster', 'further', 
'less pain this way'. As witness of moments of subjective change,'~rame's 
. .  . 
. . .  . 
0bserver:role is 'to perceive Mdto  experience?'(Deleuze'and ~uat'tari, . ' 
. . . . 
Philosophy; 130)'things and bodies in away that modifies . . and nuances them, 
. . 
io the point where, (as fdr Thoia Pattemof The Edgi . . of the~lphibet :  . 
. .  'I made 
. . 
i joume) of discovery throigh'the lives of three people' (EA 4) or ~ i t t i n a  
. .. . 
Br~con of The. Carpathians, caught in  the breakup of 'the yholewbild'), , : 
observation and experience are one: 'ideal panial observers are the 
. . 
perceptions or  sensory affections offilnctives themselves' (Deleuze and, , 
Guattari, Philosophy, 131): observation of this kind is just as dangerous as 
storytelling. If Frame the storyteller carries out a kind of astral projection, 
. . 
haunting the territories of available thought and language, Frame the observer 
allows herself to be possessed by 'points of view in things themselves', 
. . . 
(Deleuzeand Guattafi, Philosophy, 132), entering completely 'into the. . . 
. . 
. . 
moment. 
'Far from forcing us to pass through the same components again, the function 
of the scientist's proper name is to spare us from doing this' (Deleuze and 
Guattari, Philosophy, 125). The observer differentiates: we know 
incarceration (noun-form), let's look at inhabiting (verb-form)? Where the 
trickster-storyteller is cunning, resourceful; a bit ruthless in her concern to 
finda bolt-hole; the observer-describer:is interested, concemed that the . . 
.. . 
pattern should work out well: there are "'styles" associated with proper 
. . 
names' (Deleuze and Guattari, Philosophy, 128) here too. The observer and 
. . 
. .. 
. . 
the storyteller are alike, in that the features of the plane of immanence and the 
. .  . 
variables of the plane of reference are both determined by their pasSions and 
. . 
'tastes' formed in the context of problems/events ofa  particular historical 
moment.Guided by 'necessities of problems that inform her entire project, 
Frameas philosopher-storyteller createsconcept-images.- the manifold, the 
hypotenuse -that 'continually extract a consistent event from the stateof ' ' 
. . 
. . 
affairs - a smile withbut the cat, as it were' (Deleuze and Guattari, 
Philosophy, 126). Here's an image that gives anidea of how to keep escaping, 
she says. Here's another that gives a way to connect and delineate without ' . 
being trapped. Frame the scientist-observer, guided by the s h e  necessities, 
'continually actualizes the event in a state of affairs, thing or body that can be 
referred to' (Deleuze and Guattari, Philosophy, 126). Here's an image of the 
problem we're faced with, she says. And here's another way, see? 
Frame says of her novels that they are 'explorations in the sense [ofl ... seeing 
what pattern emerges' (Alley and Williams 46). Both storyteller and observer 
act in the service of 'an I do not know that has become positive and creative, 
the condition of creation itself (Deleuze and Guattari, Philosophy, 128). 
Frame's expressed 'fascination' (McLeod 25)with the ideaof synecdoche - 
the part . for . the whole, offers a way of thinking about how the 'pattern' is 
. . ,  
generated in Frame's writing practice. Commenting on the 'interesting 
affinities' of Frame's work with products of the fractal theories of Benoit 
Mandelbrot, Karin Hansson accurately describes novels such as The 
Carpathians as 'a system of self-similar objects whose components resemble 
'The observer function can be "ndestood as operating to produce samething comparable D Cencau's 
"'micmhistories" of interpretation' as described by Jeremy Aheame with regard to mystic texts. 'The very circulation 
of such texts leaves hdces Lhmugh which Cemau induces the existence of different "interpretative communities" ... 
Surin's letter for Certcau works as an "Ariadne's thread", whose circulation points up - or "develops" in a quasi- 
photographxc sense - a "map of rpintual cenm"' [ Ccrtcau. Myrne Fable. 2211 (Ahenme 122-23). 
the whole in progressively smaller scales' (Hansson 68). Mandelbrot's 
. .  . 
patterns are generated froma sinile mathematicil 'seed' fophula such as Z ', 
i2 + c that contifiually feeds back:inioitself. Similarly, ~ r a k ' s  writing. .. 
practice can be thought of as generating itself frorn 'seed' sensations and 
. . 
observations which assemble themselves,:.via the organisation of fabulation, 
into ever more complex patterns while remaining synecdochi~ally, . . 
. .. 
autonomous. Further, the geed sensation or observation does not' 'know' in 
advance or predetermine the form of the larger it is ~ha~c te r i s ed  . ~ by 
. . . .  
an indeterminacy like thatdemonstrated in chaostheory models - the .. 
. .  , , 
butterfly flaps its wings in Aucklatid and there's a hunjcanein New Yoik. 
Theobserver-desciiber feels her way, constructs her way towird the event, as 
Mandelbrot's precursor did in theearly yearsof the twentieth . century, . . .  . making 
guess-sketcheiof fractal shapes basedon~equaiions that could . . only be 
cbmpleted with the advent of computers; creating linesof flight in the space 
. . 
of uncertainty 'around whether what her story traces is a continental faultline 
or the crack in a pebble. In producing its'concepts,'fabulatio~ embodies "' a 
- .  
chaoid state" ... [a] transformation of chaos into "chaosmos," chaos become 
Thought' (Ruthof 567). : 
. .  . 
. . 
So fai I have discussed Frame-as-storyteller, a figure who 'haunts' the images 
of the manifold and the hypotenuse which are constructed responses to the 
idealproblem of subjective entrapment within.available language; and . Frame: . .  . 
, . 
as-observer, creating images that summarise andsolve of narrative 
direction. But it issensations created by Frame-as-artist that provide the . . 
conviction that motivates both observation and storytelling. ~ensatio$s too, 
however, must be located in a hunian/historical context if they are not merely 
tb replicate the chaos they seek to approach: they must be had by 
Daphne Withers of Owls Do Cry (1957), Istina Mavet of Faces in the Water 
(1961), Zoe Bryceof ThkEdge of theAlphaber (1962);ErleneNera  laceo of . . 
ScentedGardens for the Blind (1963), Aisley Maude 'of.7'he Aikzptable Man. 
(1965), Malfred . . Signal of AState of Siege (1966), Godfrey Rainbird of :. 
Yellow ,Flowers in the Antipodean Room (1968). Milly Galbraith of Intensive 
Care(1970), Tumlung of Daughter Buffalo (1972), Mavis Halleton of Living 
in the Maniototo (1979) and Mattina Brecon of The Carpathians .. (1988) . . are 
all examples of figures who act as locatio'ns where . sensation . occurs. . . . 
. . 
(Increasinglyover the course.of the novels, characters act as more than one. 
kind of figure,-and finish, as in the case of Mavis Halleton or ~ a t t i n i ~ k k o n  
by acting is all three - undergoing, observing and fabulating experience:), 
Deleuze and Guattari arrive at an understanding of 'the aesthetic figure' as a 
human embodiment of the necessitiesflongings arising from specific historical 
conditions. Aesthetic figures give 'a body, a life, a universe to the virtual 
event ..':-These universes are neither virtual nor actual; they. possibles' 
, . . .  . . 
(Deleuze and Guattari, Philosophy, 177). Aesthetic figures organise universes 
of the possible by their manner ofinhabiting them: Vibration, embrace, . . . 
. , 
division of sensation'alone~.'would bean interference or chaos, werethere not 
a second element to makethe flesh hold fast' (Deleuze and Guattari, : ' . 
. . 
Philosophy, 179). Characters from the novels listed above offer a maker qf 
inhabiting, an oiganising style of experience that turns a universe of sensation . 
into a livable space, a 'house (or an equivalent, a spring, . .  . a grove)' (Deleuze 
. . 
and Guattari, Philosophy, 179). Frame is obsessed with figuring the lived' 
. . .  
. . .  , . .  
space of e&perience:'the hbbishdump Of Owls Do Cry whizre'the Withers 
children findtheir Subjective' 'treasure'; the literal incarceration suffered in 
the Brick Building of Faces in.the Water;'the 'vacant lot .:. or-:;. oaSis7.(EA 
. . 
300) where Thora live$ in The Edgeof the Alphabet; the roomi . inhabited.by . 
ErleneNera in Scented ~ i r d i n s  for the Blind; Godfrey's sense of 'burial 
alive' (YF 59) in  ello oh Flowers; the hospitals and Milly's 'place ... j ust to 
~ . .  
be' (IC 293) under the Livingstone pear tree in intensive Care; the zoo - 
, 
enclosure in Daughter Buffalo; the 'house of replicas' (LM 17) of Living in 
... 
t h e  Maniototo; the bverturned space ofhabitation in The Carpathiani., '. 
Because Frame's work consists.ina movement towirdi'creating and recording 
the possibility of subjective.ch,ange; I Call the ground she works from the' .' 
planeof subjectivity, following Deleuze and Guattari's modelof the 
actualisation of possibles. Thisplane, composed of the sum of possible 
experiences of what it means to be a self in the world is Frame's materia 
prima, from which she draws and manipulates varieties of human experience 
ofselfhood -sensation, observation and' fabulation. The most frequently .. 
encountered figures onthis plane are those who~conveysi~bjective s nsations, 
ind where, as isoften the case; figures play more thanone role, it is sensation 
that is foregrounded, either chronologically or.experientially, because it is by' 
. . .  
means of sensation that shifts in subjectivity are motivated and anchored. .. 
Delight, fear, longing can only .. be . , .  properly . registered in terms of $ensation, 
. . 
even . . if they arise in response to the emergence of a narrative connection or 
. . 
the accuracy . . , .  of an observation. This is the purposeof ~ r a m e ' s  work: tosignal 
. . 
. . .,. 
ind.'contract' (Deleuze.and Guattari, Philosophy, 21'1) on its plane of 
subjectivity linesqf flight towaids the.next necessary experienceof apossible . . 
. . 
. . 
self, a camp not d e t e d n e d  by. itsstructures . . but by'the journey towards it &d 
. . 
by the terrain; a camp for 'a people to come': From these 'dwelling places' of 
sensation, a Survivable approach can be made to the cosmos of subjective. 
. . 
experience, 'the single great plane, the colo&ed void' ( ~ e l e u z e  and Guittari, 
Philosophy, 180), white (or black) noise. 
The ~ r e n c h  window,as,in Matisse, now'operis only onto an area of 
pliin, uniform black. . . , m e  fleshier rather the figure, is no longer'the . . .  
inhabitant of the place, of the house,but of the universe thatsupports 
. . . . . . .  
. .  . 
the houSe.(becoming). . . It is like q passagefrom thefinit'eto the infinite, 
. . . .  . .  
but also from teetory to detedtorializati'on. (Deleuze and Guattan, 
~. 
. . 
. . 
. .  . . 
Philosophy, 180) 
Frame's figures, those, young'girls and marginalised women and men who 
hear and . . feel and taste and smell and see their own predicaments and who 
slo,wly, novel by novel, whisper direc$onsback and forth to one another . . are 
making little camps, little territories with the earth of the bloody plain, the 
>. . 
M~iototo, 'a l l  around, making use of forcesthat belongto the earth, making 
them visible, atidib1e:Characters iu'ch G'Istinain the asylumand Zge in the' 
. . 
crowd on board ship and Mavis on the streets of Baltimore and Mattina'in a 
small town in 'little ole Noo Zealand' (TC 20) create percepts -becoming- 
forces of the earth of available subjectivity - from theu experiences and 
observations and stories about 'gravity, heaviness, rotation, the vortex, 
expansion; germination, and time' (DeleuzeandGuattari, Philosophy, 182) in 
. . .  . 
. . .  
. . 
that realm; These a id  othercharacters create affects too - becoming- 
responses, becoming-bodies in the clenchofthose forces; 'animal, plant, and 
molecular becomings [which] corrispond to cosmic or cosmogenetic forces' 
(Deleuze and Guattari, Philosophy, 183); Strings of sensations and 
observations followed by responses, adjustments, narrative commentaries. 
Istina's oppression in Faces in the Water followed by Thora's weed-speech 
from the edge of the alphabet followed by. Erlene's silent becoming-insect 
conversations with Uncle Blackbeetle in ScentedGardens for the Blind; Milly 
finding . . her place under theLivingstone pear tree, that 'has [its] own.speech' 
(IC249) in Intensive ~nre:followed by Turnlung's ever closer identification 
with difference, becoming-other,' figured as connection'with his 'daughtei' the 
buffalo calf. 
House, camp as an experiment in dwelling,using the forces of the plane to ' : 
survive the plane: 'perhaps art . begins .. with the animal, at least with the animal 
that carves out a territory and constructs a house (both are correlative, or even 
one and the'same, in what is calleda habitat)'.(Deleuze and Guatta,ri; 
. . 
Philosophy, 183). Frame-the-writer through her novels . creates . houses in the 
.. . . . . . . 
plane of subjectivity, figuring the becoming-plait and becoming-animal of her 
. . 
characters as she l e h s  these skills herself, like an inimal tr&sfo&rig 
'organic functions - sexuality, procreation, aggression, feeding [into1 
sensibilia that cease to be merely functional and become expressive features' 
(Deleuze and Guattari, Philosophy, 183). And within and across the novels, 
like 'the songs and cries that mark out the territory' (Deleuze and Guattari, 
~ h i l o s o ~ h j , l 8 4 )  of ananimal, there are repeated structures; images . .. 
- 'refrains ... The whole of the refrain is the being of . sensation. . .  Monuments 
. . 
. . .  
. . 
. . 
are iefrains"(Deleuze and Guattari, Philosophy,l84). 
. . .  
Accumulating across the body of Frame's wOrk,thesubjective becomings 
. .  . 
created by her refrains form a counterpoint to already constituted fhces, her 
own camps andthose of others on the plane of subjectivity:'There is a 
counterpoint whenever a melody arises as a ''motif" within another melody, as 
i n  the maniage of bumblebee and snapdragon' (Deleuze and Guattari, ... ' . 
. .~ 
. . 
Philosophy, . . 185). But cqunterp6int.effects . . .  ar&q org&isati6n of thk'pliine in 
themselves, since theplanelplain i s  syntagmatic - a change &iyivhere . is .. 
change everywhere. Working with standard . . 1inguage:Gd &using it to vihrate, 
. . 
coalesce and formdistinct compounds, installing obsewers,'image-makeis, 
sto jtellers within its structures, Frame-as-writer redefines what is standard 
and reorganises subjectivity (what is and what isn't considered chaotic) in the 
. . 
. . 
process. And . though . the plane of subjectivity . is . always theplane of a 
. . 
particular time and place(New Zealand, latetwentieth century, ...) asare its . . 
camps, . . nevertheless there is'.'another aspect, an infinitesymphonic planeof 
. . 
composition. ... from House:touniverse7 ' (~eleuzeind Guattari, ~ h i l o s o i h ~ ,  
. . . . 
. 186). The'universe issyntagmatic too - a book.or a beetle moves in New 
Zealand and a stoim builds halfa worldaway - 'becoming is always . . . 
double'. The trickster storyteller might escape on her own account, blither 
action has collective consequences. 
Subjectivity as embodied in Frame's art - a complex of desire and response 
which itself becomes a motif within-an infinitepla) of force's, bumblebee in a 
snapdragon co';mos: 'finite melodic compoundsand the great infinite plane of 
composition; the small and large refriin! (Deleuze and Guanari, Philosophy,. 
186). The k n o h i s  transformed from'within in the creation of a single novel 
or a body of work, and it is transformed from without by recognition that 
whatever is known always exists in relation to 'the great Refrain, the phrase. of 
theseptet in perpetual inetamorphosis, the song of the universe' ( ~ e l e u z e  and 
Guattari,Philosophy, 189) which sweeps up 'all the tunes, all the little 
' 
. . 
framing or framed refrains- childish, domestic, . . professional, national, 
. .: 
territorial' (Deleuze and Guattari, Philosophy, 191). Each nove1,'each life's 
.. . , 
. .  . 
work is a.'linle tuiie';no matter what effort went into.Framing it,understood 
as timoment that will be succeeded by another moment in.a which 
. . 
'cons~sts in deframing, in finding the opening, taking up the plane of 
composition once more' (Deleuze and Guattari, Philosophy, 191). Frame 
takes up the plane again and again as each camp is appropriated, overmn by 
opinion . . (including or especially her own), and because in any case, each camp 
isestablished in response to aparticulir problem,sensation, event that, 
requires its own 'celebration'. Movement on the planeof subjectivityis a . 
flight of refugees. Framedeploys each inbce of thouiht"to construct models . in . 
, . .  
lcguage.of possiblesubjectivechanges that exist between:'two extreie . . 
dangers: either leading us back tothe opinion from, which we wanted to 
escape or precipitating us into the chaos we wanted to confront' (Deleuze and 
. . . .  
Guattari, Philosophy, 199). 
Frame's first novel,Owls Do Cry (1957) sets up the figure of the girl on the 
edgeofadulthood as a foundational.lbcus, offering her sensations and-proto- 
observitions as moiivation.for all the work to come. Early novels.reiterite this 
emphasis by their setting within an extension of the same social (Faces in the 
. . 
. . 
. . 
Water) or familial (The Edge of the Alphabet) structure aS Owls DO ck or by 
reinstating . . the young girl herself .. at thecentre . of the narrative.(Scenred 
Gardens for the Blind). The giil is the starting point of the necessity of change 
with respect to available subjectivity, a necessity imaged capture by 
standard language. This foregrounding of the young girl resonates with the 
figure of the:girl.in Deleuze indGuattari: 
Because the girl must become a woman, she is invoked as the becoming 
of becoming. Man is traditionally defined as being: as the self-evident 
ground of a politics of identity and recognition. Woman, as his other, 
offers the opening of becoming; and the girl thus functions as a way of 
thinking woman, not as a complementary being, but as the instability .. 
that surrounds any being. For a being -.an entity, identity or subject - 
. . 
is always the effect of a universal becoming: Whiit makesthis becoming 
girl-like? itsradical ielation to'han: not as his other or opposite' - - 
. . 
.. . 
(woman) bui as the veiy becoming of mah's other. (Colebrook2) 
. . .  
.. . 
Later novels,in addition to having girl characters, have girls who itre 
explicitly figured in terms of becoming-other: Milly Galbraith, 'dull-normal' 
(IC 224), the 'poor girl' (IC 216) of lnrensive Care (1970) is perceived y 'a 
creature ... like a rabbit or hedgehog or elf ... exist[ing] in a moment . .  . .  of 
twilight :;. with plants.hd animals' (IC 223); Tumlung of ~ a u ~ h t e r  . . .  Buffalo 
. . 
. . .  
. 
(1972) has 'only one . daughter, . B furry buffalo of six months; alfeady tiained 
. . 
to bewilderment, immobility' (DB 122)to whom he hopes to offer 'proper .. 
. .  . . 
training and education [so that]' she shill not be tricked or threatened by.' 
. . . . 
. . 
words' (DB 147); Living in the Maniototo (1979) has three wolf-girls,. . 
'barking, yelping, whimpering' (LM 122) and howling 'the sounds but not the 
shape of humah speech' (LM 217). The culmination of this continuum of . '  
. . 
estrangement . . . .  of subjective experience with regardto language, from 
marginalised girl, to girl 'like' an animal, to animal girl, to multiple animal- 
. .  . .  
girls is the moment in Th~'Caijiathians (19881,when a whole-sveet loses 
. . 
human . .  speechzand . begins to sere*, shriek,wail'like thefirst cries of thosg 
who had.neverknown orspoken . . words"(TC 126). . . 
In Chapter. One I'discussed the .$rlrl's subjective experience of the collision 
between imaginationand available language and subsequent silencing and . . 
disempowerment as motivation a d  thematic preoccupation for subjective 
change acreis . . the body of Frame!s.work. ~n th i s  Chapter .. ihave.begun a 
discussion, using Deleuze and Guattari's aiialysis of creative'thought, . .  . of how 
. .  . . 
F i b e  structures her offering of the girl's . experiences.and .. responses in terns 
of sensation, observation and narrative organisation. Making use of the set of 
. . 
resonances between Frameand Deleuze and Guattari relating to their ' -  
conceptualisation of becoming as occurring via the subjectivity of the young 
girl, I want now to explore the idea of Frame's work as a project that enacts 
becoming a s  a wriringpracrice that is signed and motivated by the girl's 
presence as a marginalised figure. Thiswriting practice can be read'in terms 
of Deleuze and Guattari'scategory of minoi.literature,a category which both 
. . 
irticulates and enacts the constructionof writing Subjectivity a s a  site of 
.. . 
becqming. This, then, isaiother siteof double beconiing: I iheorise creativity 
. . 
ingeneral in order to make possible a re-theorisation of ~ r a h e .  
In creating the concept of becoming, in A Thousand Plateaus, Deleuze and 
. . 
Gurtttari make the girl . (who .. has appeared already in The hgicqj"&i)its 
. . .  
. . 
conceptua! . . persona, since in aEuropean !socid field' . ' ~ . . . . . 
. . .  . 
. . 
. .  . .  
. . 
, 
'the girl's becoming is stolen first, in order to 'impose a history, or 
. . .  . .. 
. prehistoryupon her..Theboy'sturn comesnext, but it isby using the 
. . 
girl as anexample, by pointing to the girl as the objectof his desire,'that 
:., a dominant history is fabricated for him too. (Deleuze and Guattari, 
Plareaus, 276) . . 
Their an'alysis of evasions of the 'dominant history' elaborates an idea of 
. . 
. . ' "  
',minoritarian'. subveisions of standard 1anguage;'becomings' in which the 
girl is 'an abstract line, or a line Of flight' (Deleuze andGuattari, ~lateahs,  
277). from the 'niajoritorian' or 'man-standarc since 'man is majoriton& par 
excellence, whereas becomings are minoritorian ... majority ... referring not to 
a greater relative quantity but to the determination of a state or standard' 
(Deleuze and Guattari, Plateaus, 291). Girlhood is the place of an originary 
. . . .  . 
theft of beCO.mi"g . .  that steilsthe possibility-of experience as a 'serialisin' that 
. . 
'graduate[s] characterisiics .accord,i,ng to their redmblances', arid locks 
. . . , .  
. . 
subjectivity intoa 'structuralism' that 'orders' characteristics-'according to 
. . .  
ttieirdifferences' (Deleuze and Guattari, Plateaus, 239). In response to the 
questionwhat is a line offight? or What is becoming? Deleuze and ~uat'tari 
. . , .  
. . 
point to the girl, to indicatethat becoming is a refusal of theft, diminishment. 
There are otherpossibilities, they say,ind these possibilities involve the 
. . 
embodiment of non-standard experience. . . 
As a general project, then, becoming is minoritarian, as witnessed by . the . girl 
., . 
i s  figure of non~standard subjectivity, Specific becomings can&e their 
. .  . .  
. . 
. . .  
witnesses, too; since identity for Deleuze 
. . 
' does not require any binary opposition to or identity within the self, and 
yet the modes of subverting normative models which he privileges- 
figures like the girl, nomad or becoming-woman M themselves suggest 
.. . 
alterity t0.a now.  (Driscoll66) .. . . . .  
In Whatls Philosophj? Deleiize andGuattari offer the figure qf the 'old man? 
as one who haunts thought itself as a mode of becoming, whether in ~ . . 
philosophy, scienceorart. They point to the 'sovereign freedom [of] a pure 
. . 
. . 
necessity' (Deleuze and G u a t t + , ~ h i l o s o ~ h ~ ,  I) that. characterises the old -, 
. . 
man: facing resumption by that which returns all opinion to . chaos, . .  he 'enjoys 
a moment of freedom between life and death' (Deleuzeand Guattari, 
Philosophy, l).The old man provides i location, a'r&ti;ation fbr thought- 
becomi~g,showing conditions . . under which thought c8n take.a'line of flight 
froin the man-standard: thoughtas an instance in which becoming 
demonstrates itstminoritaiian possibilities. Thought, freedfor lines of flight by 
. . 
mortal forces, its movement always 'refer[ring] back to a cliaos' (Deleuze and. 
, , 
Guattari, Philosophy, 208). . 
. . 
Becoming as a minoritarian . . project, and thought as a mode of becoming with 
. ~ 
. . .  
. . 
its own.style or persona - thesetwoideas resonate with or combine to for@ a 
. .  . .  
third elaborated by Deleuze and Guattari'intheir work on Kafka - that of 
. . .  
minor literature, thoiight-tiecoming-W;"ting. Following 2 fkther devolution 
. . 
relating to Style, they pointto 'Kafka' &the figure who haunts this . concept; . a .  
Jewish, Czech-speaking writer inGeiman, he isan outsidei-practitioner of a 
dominant language, whq through what Dileuze and Guatt'ari describe as. . 
unremitting 'sobriety' causes the poverty of his comyunity's German to 
'vibrate'. The characteristics of the standard language, and of the linguistic 
. . 
outside from which he comes, determine the ch'aract'eristics of his 'lines of 
flight'as a writer. Minor literature is a form of writing which wrestles a 
. . 
dominant language intoanother key, into modes of Subjectivity 'that have not 
formerly been proper to it: 'A minor literature doesn't come from a minor 
: 
language; it is fatherthat which a minority constructs within a major 
. , language' (Deleuze and Guattari, Kafka, 16). 
. . 
[The] first characteristic of minor literature ... is that in it language is 
affected With a high coefficient of deterritoriali~ation~.:. [lt]:harks the 
.. . 
impasse that barsaccess to.'wnting ... and turns '...'literature into 
. .  . 
something impossible - the impossibility of not.writing, the ' . 
impossibility of writing [in the Standard language], the impossibility of 
writing otheilvise. (Deleuze and Guatt*, Kam, 16) . ". 
. . 
For a variety of reasons, Kafka is, as Vincent O'Sullivan suggests, 'the most 
obvious modeh'writer to set next to Frame' (O'Sullivan 25). It's not merely 
the 'unsourced:sense of doom' in Frame's work as describedby O'Sullivan; 
. . 
,. . 
or the presence in her novels of ta lk ie  beetles.and Castle~l'ike,insti&tions. 
. ,  . 
Frame makes use of New Zealand English as~'adet'enit6rialised language, 
. . '. . 
appropriate for strange andpino; uses' (~eleuzeand '~uat tar i ,  ~ a ~ a ,  17). 
. . 
New Zealand English is a language inrevolt against itself, its perfectly 
leariied and frantically adhered-to Home-based idioms succumbing to 
betrayal f roh within by 'Polynesian intonations' (LM 191). What ti do about 
that accent, with its 'pleasant neutrality, as if it had been suitably "fixed" or 
"altered'! like a cat' (LM 191) and which underlines an 'irred&ible distance'? 
Frame writes it in, implicitly ahd . explicitly, .. in'the flat'exchanges . . of . .  . . : 
. . 
conversation and in the :special spelling3 of langiage niakkg'its line offlight 
throughcharacters like MillyGalbraith, 'doll-nomill' , . (IC 224); She writes-in 
its irocabularytoo, marking . . the laiiguageas detemtorialised with respect ~. to 
. .  . 
. . 
time, place h d  culture: 
. . 
the lost languageof another age, the keepsakes, paddocks, creeks, 
death-beds ... in Kowhai Street, Puamahara, Maharawhenua. 
Tena koutou. 
Haere mai. 
E parera. (LM 33) 
Here are signs of the colonial 'impasse9 that 'bars access to writing' . - . that . ,  
accent,those words that belong to a place that is not the centre. Here is one 
.. . 
aspect of 'the impossibility of not writing, the impossibility of writing'. 
. . 
Frame has New Zealand English, but what is her account of how it finds its 
. . 
way-into a wiiting practice? In adiscussion of ho~det~nitoriaiisation f .  
language comes about,.Deleuze andGuattaridescribi theii sensi'bf how 
. : 
. . 
. . 
language always implies a detemtorialisation of the mouth; the tongue 
. . 
and the'teeth ..; in giving themielvesover [from food] to the articulation 
: df sounds ..! but wiitinggoes further in transforming words into things', 
capable of competing with food' (Deleuze and ~uat tar i ,  K&a, 19) 
. . 
, : 
. . 
Frame too, in ihe description . given . by the subject of To the Is-Land . . of the 
procesi by which she w+ . . ,  forced . to begin her experimentsin.ma(hine ' . 
. . .  
relations,in writing-adjacenCy,.deScribes it as one in whichshe lost the 
agency propei to. . the . mouth and to teeth, finding herself at the limits df both 
. . 
. . .  . 
speech a i~d  nourishment. Frame's subject has been relegated a s a  child to the 
category of subhumanity with the 'known "dirty and poor"' (TIL 49) - she is 
an animal-girl from the start. In a movement of reappropriation that acts like a 
zoom shot, Frame figures the animal-girl's mouth, detenitorialised as it 
already is by (available) language, . . Bs agent of a reversalof the proceS< 
, . t,hougha deteiiitorialising of available language: . . 
. . 
. . 
. . 
. . 
I angled the duchess mirror to contemplate the horror of my decayed 
teeth. There was no escape from them . ; . . I .enged an appointment with 
Mrs R ..: with the intention of aiking her;to, help me with &ingements 
. . .  
for having my teeth extracted ... but when I presented myself at her. . 
house ... sensing the impossibilityof being able to explain my plight, I, 
stinding there (mouth closed) ... again tumed on my 'schizophrenia' at 
. . 
fullflow ... it was several weeks before . . I could say that my. urgent 
. . .  
. . 
problem was my decaying teeth. Mrs R kindly arranged for me to'have 
my teeth extracted.:. she'would come with me, she said, and might it not 
.:.. 
be a good'ideifor me'to admit myself ... to Sunnyside . . Merital ~ o s p i t a l  . 
. 
... I woke toothless and was.admitted to Sunnyside Hospital and I was' 
given the new electric treatment, and suddenly my life was thrown out 
of focus. I could not remember. I was tenified. I behaved as others 
around me behaved. I who had learned the language, spoke and acted 
. . . . .  
that language.. (AMT 94-95) . . .. . . . . 
. . 
, . .  
Decaying words,decaying.tekth;.arid'a . . . . removaltoa place where, following 
the retemtorialising of language by the motith, 'something happens' (Deleuze 
. . 
and Guatte,Ka&, , .  . 20), so that agong 'the raging mass of people 
perfon@ng their violent orchestration'of unreason that seemed like a new 
music of curse' or cry with the undertone of silence flowing from the quiet 
ones' (FW 90), 'a fluid language', canemerge,that 'will allow ... the . . 
possibility of invention', (Deleuze and Guattari;Kafka,20). Thisis a 
. , 
transformation thatoccurs out of piofoundest necessity. For ~r&ne, .yri t in~ 
bicdmes food when the world of meat.has been.taken away: . - -  . , 
Language stops being representative in order to now move towards its 
.. extremities or  its limits. The connotation of pain accompanies'this 
metamorphosis. (Deleuze and Guattari, K a m ,  23). . . 
If Frame's work is, as I am suggesting, an articulation of how a writing 
.. . . 
subjectivity 'might be constructed, this is a moment of extremity that figures a 
double becoming - both an inception of writing as 'minor literature'and its: 
. . .  
. . 
. . 
methddof proceedi"g. In Frame's writing, passages dealing with ?hildhood as 
a realm anterior to the theft of becoming are full of experiences in which. . . 
'fluid language' - , . . , . 
. .  . . . 
toni from senie,'conquering sense, bringing about an active 
.' 
neutralization, np longer finds its value in anything but an accenting of. 
the Word ... repeating a word; the sense of which is only vaguely felt, in 
order to makeit vibrate around itself.:.to M&e it take flight onaline of 
. . 
non-sense. (Deleuze and'Guattari, w, 21) 
In a passageof the autobiography dealing with early' childhood, F r g e  
describes her responses to language aspart of a familial pattern, beginning 
with her mother's 'lifelong repetition of names important to her - ~ e n r y  
.. . . 
Wadsworth Longfellow, Harriet Beecher Stowe [which] never failed to 
.. . 
. .  . .  
awaken asense Qf magic!. (TIL:l4). She goes on to relate instancis of her use 
. . . . 
. .  . 
or reception of words and phrasesfor their sensory qualities,or , . 
detemtorialising effect: . . . . . . .  
. . .  . 
. . 
. . 
I sang, "God Save our ~racious  Tin." I drank "Mgok." (TIL 15) 
. . 
my chief . . place of call was the lolly shop with its notice High Class 
. . 
Cbnfe?ri~nery, which.1 read as High Glass Coirfectionery, kept b y ~ i s s  . . . 
Beeand her sister, also a.Miss Bee. How I puzzled over their names anh 
. .  . 
.. 
theirorigins and the meaning and appearance of their High Glass! (TIL 
. .  . .  .
. 45) 
. . 
Hisinsistence that we sweepthe "skirting boards" . . gave me a new, 
interesting word: skirtingboards. Another new Word ... was wait&ot. 
(TIL 2 49) . . 
Rattan, a word that was new tome but that remains memorable in my 
. . 
life with decide, distinaiion, adventure, permhnknt wave, . . 0% skit-& 
. . 
. . board, wainscot, and others. (TIL 97) . . 
. , .  . 
Whenthe seaicti for new language begins,.an experiment has already been set 
up, in the pressure-cooker of theasylum's Brick Building, using'this 
procedure' that 'actively neutralizes ... sense so that there remains only 
. . 
' enough to direct lines-of escape' (Deleuze and Guattari, K&z, 21); InA State 
of Siege, the retired teacher Malfred Signal's seaich for a 'new view' ends. 
Whena stone wrapped in newspaper is thiown through her window by some 
. . 
. .. 
. . 
. . 
. . 
. unknown person or force which could, as she says, be 'anyone from : . : 
an'ywhere': 'the news ..;wasnot in any language she.had learned: ~ol t r in ,  
cagnew, desse puniforri wingeiing brime . . .  who . and . donewhone, . . whone' 
. .  . 
(SS 197-98). Inthe world of detemtorialised language "thereis no longer any 
proper sense or figurative sense, but only a distribution of states that is pait of 
the range of the word ... the words ... in their own way climb, about ... ro& 
. . 
112 
? 
. . 
around' (Deleuze and Guattari, . . ~ a j k a ,  22) The 'news' comprises words . that , 
act ai 'a ladder or a circuit of intensities that one can make race around :.:The 
. . . .  . 
. .  .. 
image is this very race itself; ii has become becoming' (Deleuze and:Guaitari; 
Kajkz, 22). Once signification has been abolished in thisway; 'there is no. 
. . 
longer a subject of the enunciation remaining "like"? (aretiredschoolteacher 
in search of a New View), nor isthere any longer 'a subject of the statement 
who is' (Anyone from Anywhere) - 'Rather there' is a circuit of intensities 
that forms a mutual becoming: (Deleuze and Guattari, Kajka, 22). Malfred 
SignaVsingle dies as aseparate entity after receiving 'last century's or : 
tomorrow's news' (SS 198);arid enters 'the heart of a necessarily multiple or 
. . . .  . 
collective assemblage' (Deleuze and .. Guattari, . 'Kafka; 22).. ' . ' , ' .  , ' 
.~ . . . 
. . 
In AState of Siege; Frame-further articulates boththe procidu& . . by which :. 
. . 
languageis rendered fluid, and the effects of this procedure. We can add this 
understanding to a reading of the waysin which she makes New Zealand 
English 'roam around' a circuit of becoming. So, the speech of Amy Withers 
to her children, 'No child of mine, no child of mine' (ODC 12) turns inside 
out in a repetition that makes it 'vibrate around itself. When the 'little old. . 
oracle' Vera Glace.of Scented Gardens for the Blind finally speaks; the first 
words of her new. 'language'of humanity' are acry of pain:  gig-~g. Ohhh . .. 
Ohh . . g:Ugg7 (SGB 252). The poveity . . whichdrives Frame's writing 'toward 
. . 
linguistic limits' is characterised by cliche and by the circumscription i t  
denotes regarding the experiences of her characters. Frame takes over 'these 
marks of the poverty of a language' as Deleuze and Guattari describe Kafka 
. . 
taking ovei the poverty of the German spoken in prague, in anact of 'creative 
utilization for the purposes of a new sobriety, a new expressivity, a new 
iGe?iity' (Deleuze arid Guattari, KU&; 23). . . . . 
Minor literature finds its place in the language 0f.a great literature, Deleuze 
and Guattari suggest, in two wiys: One'is 'tp +yell [the language] upthrough 
. .. 
all the resourcesof symbolism, of oneirism, of esqteric sense, of a hidden 
signifier' (Deleuze and Guattari, KaJka, 19). The other way is to opt for the 
. . 
very poverty of linguistic conditions that brought abo~it a desire to escape in 
the first place: 'Since language is arid, make it vibrate with a . new . intensity' 
(Deleuze an& Guattari, -Ka&z, -19). Both these,movements are apparent in 
. . .  . 
Frame froih the start. Owls'Do Cry has effects of"exhilaration'and 
overdeiefinination' (Deleuze and Guattari, K a m ,  19) in Daphne's songs'from .. 
'the dead room' .. . . where she is to be made wooden by the lobotoniising power 
. . 
. . 
o f  apollonian Law.Alongside this is set the dryness and sobriety, instanced 
, ... 
. . 
earlier - a willed poverty of expression that has its own mesmerising ' . 
rhythm. These two lines of flight are to be found together again and again. 
Throughout Frame's novels, there is a movement away from exhilaration and 
towards linguistic sobriety. Whatever extraordinary events.may. occui on the 
streetsofits towns, inthe roomsof itshouses, language will moveat yal,king . . 
pace and confine itself to observation rather than commentary. The world's 
. . 
alphabets may precipitate and fall in midnight rain composed bf shit and 
jewels, but the occurrence will be reported soberly. Deleuze and Guattari 
offer a way of thinking about this 'sobriety' of language through their use of 
Henri Gobard's 'tetralinguistic model'. This model (in best structuralist 
categorising style) proposes four languagefunctions that, can exist within a 
. . 
given language: . . 
, . . .  . 
. vernacular; materna1,or territorial language ... rural . in . its origins; ... a 
. . 
- 
. vehicular, urban, governme'ntal; even worldwide language ... ; referential 
. . 
Ianguage,language of sense and of culture ... ; mythic language ;.. 
caught up in a spiritual or religious reterritorialization ... vernacular 
language is here, vehicular language is everywhere; referential language 
is over there; mythic language is beyond. (Deleuze and Guattari, K@, 
. . .  
. . . . 
23) 
. . .  
In the world of Frame's small towns; still too much caught in the colonial 
machine. to have developed . .. a vernacular here, the vehicLlar, ieferential style 
of post-colonial New Zealand English is made tq take on amythic function 
without changing its diction, as demonstrated in Dinny Wheatstone's account 
of the role of the imposter novelist in The CarpathiaG. After the establishing 
moves of the first two novels, in what can be read as an emphasis on the 
. . 
, . .  
. . 
vehicul~lreferential aspects of the Englislfbeing used, many of the novels 
. ~ 
. . . . . .  .. 
thatfollow incorporate movement, at first from New Zealand to England and 
. . 
back again - The Edge of the Alphabet (1962); Scented.~ai-densforthe ' ' 
. 
Blind (1963); A Stare of Siege (1966);. Yellow ~ l & e f s i n  t h e . ~ n r i ~ o d ~ &  
Room (1968); lnrensive Care (1970) - apd later from New Zealand to 
America and backagain - Diughtkr Buffalo (1972); Living in the Manioroto 
(1979); The Carpathians (1988). while the language . . remains . thesame. . 
(Intensive Care marks the iransition in that Tom Livingstone, a major ' . 
. .  . 
character in'the novel, travels from New Zealand to England ai~d  back in the 
. . 
early Sectionsof the book, while in the finalsection, i n  American military :. 
. .  . 
force arrives to occupy New Zealand:) . . 
. . 
. . 
According to Deleuze and Giiattari, 'The breakdown and 'fall of the empire ... 
accentuates everywhere movements ofdeterritorialization, and invites all sons 
of corhplex reteitorializations - archaic, mythic,or symbolistl(Deleuze 
and Guattari, Kafka, 24) Frame does not move toward a 'hypercultural' use of 
English !with au soiis of oneiric or symbolic or mythic flights' (Deleuze .,. and 
Guattari; Kafka, 25). Since New Zealand English isalready . 
. 'detenitoiiilizid 
. . . .  . .  
. . 
toseveral degreeS7 itithat'vehicblar arid referential modes of speech must 
. . .  . 
serve e+ry function, what Frame does, like Kafkg, is 'takeit further9 ' . . 
(Deleuze and Guattari, Kafka, 25), 'tear[ingl out' of New Zealand English 'all 
the qualities of underdevelopment that it has tried to hide' (Deleuze and 
Guattari, Ka&, 26). This movement takes place over the course of the entire 
body of Frame's work, 'bring[ing] language slowly and progressively to the 
desert' (Deleuze and Guattari, K@m, 26). until she finds heiself living in the 
'~aniototo':  . . 
, , . . 
.unforgettabli landscapes compo&d of severe iihes and blocks and 
. . 
planes; their stark geometry uninte,mpted .:. an extensive surface' from 
.. . ... 
which most . of . the cover has been snipped ... the Maniototo , . .  plain ... 
mania, a plain: toto, bloody. (LM 7) . . 
. . 
And from this landscape the idea of the manifold can come, an idea of writing 
. . 
as productand . . represkntation of aiubjectivity that . . is an assemblage, mkng 
: : possible her next.work; the.autobiography. These three volunies have a '  . ' 
.. . . .  
transparencyof narrationwhich restsupon; and'can be ~inderstood in' 
connection with, the preceding and'following novels' 'slow,sticky, 
coagulated' (Deleuze and Guattari, KO@, 26) experimentations in procedures . 
. . 
of desire, relations of self and world played out in language. 
When a major language is made to 'take flight along creative lines of escape 
. .  . 
... toopposethe . . .  oppressed quality of this language to its oppressive quality ... 
an 'animalenters intothings; an assemblage comes, ~. . into play':(Deleuze and. : 
Guattari, Ka@,.26-27). ~ n d  since, thead over hekls and away', the humah 
'hasbecome animal, 'no matter how . . sl'owly, no matter how cautiously ... by 
halts, sudden stops'ovei'the course of thenovels; a reversible movement is 
set up - the animal is free tobecome human. Frame's autobiographical 
moment is one in which the animal, the assemblage, becomes humin and uses 
human speech. 
. . 
'The second characteristic of minqr literatures is that everything in them . is . 
political':(Deleuze and Guattari, Ka@, 17).Asin the instan~es~of accent'and 
vocabulary mentioned above, which draw attention to a distance from the '' 
standafd,any reference to social or environmental features,however casual, 
. . 
has 'a whole other story . . .:. .vibrating within it' (Deleuze and Guattari, K&, 
16) with respect, a s F r q e  puts itin adiscussion of her own discovery of 
New ~ e a l & d  literature, to !thepast, and absences, and objects which only we 
could experience, and substances haunting in their unique influince on our 
lives .., [ovenvtiel@ng] by the factof their belonging' (AMT68) .  It is this 
. . , .  . 
'other . . .  story' that Frame elaborateSin.her quest i s  sensate beconiing-animal or 
. . 
becoining~madwoman,as obsewei and.% trickster-storyteller, . . both as ' . : 
, .  .. 
challengeto the (Eurocentric)cdlonia1 'man-standard' andas establishing 
. . 
fiction of asubjectivity that can re@lace.the standard.In perfo&ng w s  
. . 
. . .  
elaboiation'in the f o p  of body of literature that goes:out' into thewdrld, she 
gives her work 'the third characteristic of minor literature [which] is that in it 
. . 
everything takes on a collective value:: . . .  
. . 
, .  . 
. . What each author says individually already constitutes a common action, 
: . ... . 
. . 
an'd what he or she ssjls or does is necessarily political .:. ~ u t  above all 
. . 
. . 
else, because collective or national consciousness i s  toften inactive in 
. . 
external life and always in the process of break-down,' 1iterat"re finds 
. .. 
itself positively charged with the role and function of collective, and 
even revolutionary, enunciation. It is literature that produces an active 
solidarity'inspite . . of skepticism; and if the writer is inthe margins or 
completely outside his or her fragile community, this situation allows 
the writer all the more the possibility to express another possible 
community and to forge the means . , for another consciousness and 
. .  . 
anothersensibility.(Deleuie and Guattari,' K a m ,  '17) 
Though fromchildhood Frame expresses an intention that 'writing [is] going 
to be [her] profession' (AMT 64), her professional career in the sense bf 'first 
book' begiis'viith pub1ication:of Work that was written as part of a kind of: 
therapy: As describkd by John Money, . tKe . psychologistwith whom shk was 
. . 
working,these siories were 'crumpled up and thrown [towards him]:as the 
. . 
Writeifled' (Alley; Inward Sun, 21) and afterwards 'rescued! by him . . and left 
. . : , 
With a publisher. From the start, thisparadox, that writing for her own life and 
healing a i d  sanity, at a point in her lifewhen she is 'in the margins or . ' 
completely outside' ... her fragile community', she creates the conditions for 
work that meets, and is recognised'as meeting, some deep collective need: it 
'expressesanother possible community and forges the m&ns for another 
. . 
consciousness and another sensibility'. . . For'Writers of minor literature, the 
impossible , . solitude of work 'at the edge of thealphabet' becomes a .. 
possibility of Collectiveenunciation, the achievementof 'astationary . . flight, . . a 
. . 
flight of intensity'. (Deleuze and Guattaii, KaJka, 13) as Frame acknowledges 
. . .  
in describing such aitists as 'captives of the captive dead :.. like those yellow 
birds which are kept apart from their kind ... beiauseotherwise they would '. 
, . ,  
never learn the language of their captors' (EA 302). This captivity 'opens [the 
writer] up to everything going on in history today' (Deleuze and Guattari, 
. .  . 
. . 
. .. 
Kafka, 18), and in Frame's case, 'everything7.hasas its ~ ta r t ing~oin t  thetheft . . 
. . 
of a young. girl's possibility of beco*ng,Bnd everything has k i t s  respon& 
. . 
... 
the elaboration of a writing practicethat creates lines of flight; of becoming: 
. . . . 
. . 
. . , . 
. . 
Deleuze and Guattaridescribe Kafka'swriting as instituting what they call 
. 
'collective assemblages of enunciation' (Deleuze and Guattari, KC@, 13). 
. . 
That is, within a written work, each component has a 'machinic' functionthat 
aims tdgenerate the 'means. for another consciousness~. This idea offersa 
way to analyse parts played by differing aspectsof the work -'characters, 
, .. . . . . 
. . .  
images, .. .. narrative structures. A proper naine within a narrative.'no longer 
designates a narrator or a character but an assemblage that becomes all the 
, .  . . . 
more machine-like, . . an agent that becomes all the . .  more . collective because an 
. ,  . 
individual iS locked into it inhis or her solittide' (Deleuze and ~ u a t t & ,  
Kajka, 18). ~ r o ' m  this solitude, Frame says, 'One day we who live at the edge 
of the alphabet will find our speech' (EA 302). But how, as a writer, does one 
arrive at understanding a 'politics' of writing that builds 'machines' for . . 
'experimentation' (Deleuze and Guattari, Kajka, 7), when to approach the 
. . 
language-machine a t  all is to becomepart ofit? ' h e  problem is not thatof 
being free butof finding a way.out, or even away in, another side;a hallway, 
. . 
in adjickncy7. (Dileuie and Guitiari; K&; 7):In the next chapter I hill . .. 
. . 
present a ~hronologicalreading'of Frame's novels that traces, across the body 
, . 
of her work, her constructi6nbf an 'assemblageof enunciation'. that gives'her 
the possibility of finding'adjacency. 
3 Approaching the language-machine 
In, the previous'chapter I considered Frame's work . . as enacting . . .  a becoming 
that doubles itself in opening to aretemtorialisation of available language and 
the product'ion of a body of work available to be taken up by a reading 
collective. I~i th is  chapter I want to 'tumto' (to use a:word favbuied . . by  all 
fourwriters in question - another instance of contemporveity) adoubling 
that occurs in the process of Frame's writing. I argue that, by means'of the : 
figurative elaboration dis'cussed in Chapter Two, she uses each book to ' ' 
. ~ . . .  
theorise a . stage . .  of becoming,' which isthen used as the basis for a conceptual 
. .. . 
. :  . .  . . 
'move';'a lineof flight intothe next book-. This movement is not 
. . . 
. . 
programmatic, but rather arises out of an encounter with whathas been 
produced - the writer is 'read' reflexively by her own work, and given the 
. . .  . .. . . 
information she needs for further becoming. Praxis forms a theoretical base 
for yet another stage of praxis. 
The story 'Snapdragons' in Frame's first published collection, The Lagoon 
(1951), contains this passage that figures the problem of finding adjacency 
and signals the importance:of thisproblem for thework to come: . . 
. . . . 
. . 
. . 
. . 
' : How fat the bees were. Some seemed to have gotcaught in the thin red 
. .  . 
throats of the snap-dragons, which now rocked up and down in the ' ' 
. wind; Inside, the beesmumbled and knocked and Ruth, sittingon the. 
. . 
verandah steps in the sun, watched them. How fat the bees were; and 
how thin the snap-dragons. If you squeezed the . throats . of the flowers 
their red jaws would pop open in a gasp and the bees come zooming 
blindly out, colliding with the sunlight, and . then . of course . . .  . . they would 
. . 
. . 
get their . bearings . and plan their course, i j ~ d  fly away. Perhaps. Ruth 
Smiled to herself: If you were'free did you,always f ly  .away? , . . . 
But oh for a sweet red prison instead of this one, this kh~& Ruth 
. . 
was. (Frame,'Lagoon, 63) . . . . 
Throughout Frame's work, bees are a recumng image both for a self in search 
of language adequate to its experience and for the negotiation of relations 
between the self and what I have called the plane of subjectivity - 
negotiation across a continuum that includes imprisonment on, o r .  
identification-with the p1ane;adjacencythatevades totalidi$tification, and 
. . 
modification of the plMe..This Series of negotiations:caii also b i ' under~ t~od  
. , .  
. . 
via the idea of relations between 'bodies' in the Deleuzian sense, as dikissed 
. . . . 
byMoiia   at ens,' who positsa 'mapping of extensive relations' that g a y  
. . 
. . 
involve: 
increase in the intensive capacity of a body ... sad . or . .  debilitating affects 
. ... or the sort of relation thatoccurs when two bodies encounter bne . . 
. .  . . 
. . .  
another such that the more powerful body captures the leis ... 
[or wherelcaptured bodies :.. over time, become stronger than their 
. . 
. . 
capt?ri..(Gatens: ~atton;'169-70) 
. . 
In these terms, the question is how ~rame-as-writing-body can encounter ' . 
language-as-cultural-body in such a way that the two 'combine to form a more 
complex indhidual that would enhance the powers of each' (Gatens: Patton, 
177). . . 
Atthe time of The Lagoon's publication, the 'thin' inadequacy of available 
. . 
: . 
language to contain and nourish Franie's 'fat' be(e)inghad already led to her 
. .  . 
. . 
literal incarceration; The ndvels are a sustained . . exploiationof whit kind of 
'you' .might be capable ofsqueezing open the 'red jaws' of orthodoxy, 
creating, by imagining, kinds of containment of lived experience by language 
that are not prison. The books examine the experience-determinedflaw- 
.. 
determined continuum of language and resulting subjectivities, articulating the 
. . 
conditipns of atheft bf becoming in Newzealand in the middle and late yeqs 
.. ... . 
. . 
of the twentieth century, andelaborating . . linesof flight that are taken in. . 
. . .  
. . 
' 'The n n a b p h y  suggertcd 5y Deleulc allows one to nnalyse b e  composi;ion qf any given individual in  terms of, 
its extensive pais including its typical s w d s  and movements and in  terms o f  its intensive capacities including its 
W d c d  affects and wwem of action. Ah orean mav be wcn ss a bodv ... bat is. in rum oan of nn individual humin . 
body Such mod31 ;xirmncu m y .  in t u m . ~ a n s t ~ ~ t e  cxt nsivc w ' o f  b m d r  mid md political assemblages h t  
will have beir own charute,rislic ~nvnr ivc apxiocs. Thus, Delewe's unography operater at a number of  levels: 11 
picks out, or individuates. W e s  of all bnds. includng corpuntc bodies: for ciamplc. instimuons of polillcr. law. 
~. 
and so an' (Gens:  Pdoon. 168). . . 
. . 
response. In a series of . . .  images Frame records a changing mythology . 
. 
of 
subjectivity a.i self. learns to make its own houses, telling aii well being told. 
. . 
. . .  . 
. . 
. . 
This chapter will explore ways in which Frame uses the modes of thought . . 
described earlier as sensation, observation and fabulation to c o n i ~ c t  an 
. . 
'assemblage' that makes speechpossible. . Deleuze . aid  Guattari's trope of '  
'machinic' entities makes it possible to foreground the functionof language as 
a producer of subjective effects; facilitating's discussion of these effects with 
regard to Frame's novels and the plane of subjectivity on which they exist.. 
. 
. . . . 
, .  .. . 
F r h k ' s  whole body.of work can be read as movingby stages:'first she '' 
constructs experiences inside the 'machine' of available language, then 
kiplores way's of achieving 'adjacency; while remaining connected to the 
machirie. Having done this, she begins tobuild her ownmachineithought as 
. . 
.. . . . 
machine-making. Becoming takes place through the construction of the . , 
machine, and through the subjective changes that occur in the course of its 
construction as part of a dynamic that is described by constantin Boundas: 
Movement continues to be betrayed as long as the identity of the body 
. . 
moving through the continuum is not.itself conceived accordingto the 
. . 
logic of continuous. multiplicities. Real movement, real t&sfo&ation 
. . .  
and change seem to require that the distinction between movement (the 
process) and moving (the agent or patient) be abandoned. ~ o v e m e n t  
affects both space and the.bodi6s moving ttuough'it. T; moveis not to' 
' go through a trajectory which can be decomposed and recombined in 
. . 
quantitative terms; it is to become other than itself, in a Sense that makes 
movement a qualitative change. (Boundas 84) . 
' 
In order toachieve adjacency, it is necessary to become aware of how the 
. . 
. . 
machine of'available languageworks and how imprisonment within it occurs. 
. . . . .  . 
One way of achieving adjacency involves first consideringthe 'superficial 
. . 
. . .  
unity df the machine, theway in which .menthemselves are pieces of the 
. . 
machine, the position of desire ... in relation to,the machine' (~e leuz ' ea id  
. . 
Guattari, Kafka, 8). In the literature relating toFrame, there is much 
discussion of the epigraph of her first novel Owls Do C& (1957), a quote from 
Shakespeare's The Tempest: 'Where the bee sucks, there suck Vln a cowslip's 
bell I lie;/There I couch when owls do cry/On the.bat's back . I . .  doJyJAfrer 
summer, merrily' (ODC 7 ) .  Many readings foreground the dualistic . content . . .  of 
the image, forexampie Judith ~ e i l  P@ny's gloss on the  cowslip's bell" of 
childhood [vs] 'the predatory owlsof the adult world' . . (Panny 16)'or ~ a w r e ~ c e  
Jones' 'outer realm of Time and Death .. .-and .:. inner realm of "treasuie'" (L.' 
Jones175).GinaMercer offers a reading that understands the epigraph as 
belonging in a Series of figurations of female spaces of 'protection andshelter 
from the owls' (Mercer, Janet Frame,29), (in this case 'provided by the . . 
"co@sli~'s bell"') withinwhich creative-work is possible. For the p&poses bf 
. . 
. . 
. .  . 
this discuision, though; it isuseful to apply the Deleuzian principle of &king 
. . 
not What does it mein? but How dgs ' i t  work? with regard'to ~ra&els . . ' . "  
figuration of opposing worlds, From this starting point, the'epigraph can b e .  
reid as a statementof the intention in the book (and in thi body ofwork asa 
whole) toassert the possibility of winning through to a subjective realm that is 
not entirely determined by the machine's crushing effec'ts, and to model a , ' 
procedure for doing so. Positing the existence of a way through to 'where the 
bee sucks', Frame sets up a challenge toavailable language that 'stretches 
. .. . .  . 
under' this and all the novelsto come. 1t is this understanding - thatthere is 
. . 
a:way through;that there isa  possibilitji of becoming - that motivates a 
writing practice apparently devoted (especially in theearly novels) to .. 
constructing subjective experiences of suffering: Characteristics of a worid 
outside . . the staridird~aredetailed in the first few,pag'es of Owls Do Cry in a 
. . 
description of thewithers children's discovery of 'treasure"in the rubbish 
dump's 'cast-offs': 
. . 
Francie, Toby. Daphne, not always chicks because she was too small 
and dawdled, found their treasure at the hbbish dump, amongst the' 
paper and steel andiron andksi  and old boots and everything that'the 
> .. 
people of the town had cast out as of no useand not worth.anything . .. 
anymore. The place was like a shell withgold tickle Of tdi-toiaround its 
edges and grass and . weeds . growing in green fur over the mounds'of, 
rubbish; and from where the children sat, snuggled in the hollow of 
. . 
refuse, warmed so*etimes by thetrickling streams of fires that the 
. . 
council men had lit in order to hasten the death of their material cast- 
. . 
offs; they could see the sky passing in blue or.gr@y'ripples, arid he% . in . 
~. 
-the wind, the heavy fir tre'e that leaned over the hollow,-rocking, arid 
talking to itself saying fin-fin-fin; its'own'naIiie, . . loosening its needles 
of rust that slid into the yellow and green burning shell to prick . tiny . 
stitches across the living and lived-in wound where the children . found, . 
. . 
.. 
fust and happiest, fairy tales. (ODC 11) 
. . 
The world of the dump offers a parallel 'sensibility' to the world . of .. the 
. . 
machink of available .. language. , The epigraph's assertion'of thepqssibility of . a .
world 'where the bee sucks' isunderlined and nuanced by thenoiel's opening 
. . 
lines: 'The day is early with birds 'beginning arid t h e  wren in a cloud piping 
. . .  
like the child in.the poeh,'drop thy pipe, thy happy bide' ' ( o D c ~ ) ,  which .. 
includes a1l"sioris first to Blake3$ 'Infant SOITOW,, from Songs i f  i q e r i e i c e  
- 'Into the dangerous world I leapt$Helpless, naked, piping 1oud:nike a fiend 
hid in acloud' (Blake, Complete Poems, 129) -and then to the 
'Introduction' of his Songs of Innocence: - 'Drop thy pipe thy happy 
pipeJSing the songs of happy chear' (Blake, Complete Poems, 104). The 
. . 
implication is that subjectivityof 'innocence' is toco'me, if it comes at all, 
.. . . .  
afrer initiation into the 'dangerousworld' of 'ex~erience'.'BecGming is a 
response to the felt constraints of'the dangerous world, and constructionof 
this realm of experiences inside the machine of available languageoccupies 
. .  , 
most of the novel. The literature on Frame acknowledges that the Withers. 
children represent . a range . of subjective experiences, as in Patrick Evans' 
: concentration onFrame's . imagery . of fire in which 'Francie is destroyed. 
literally, but in different ways the remaining children are destroyed . . 
[figuratively]' (Evans, Meanji< 377),and Gina Mercer's study of gendered 
. . 
imagery in Owls Do Cry which foregrounds imagery of: 'thk woundor'. 
. . 
crevice' (Mercer, ~ ~ n e t : ~ r a q e ,  38). What these writers acknoivledge in . . 
common issummarisid by Gina Mercer,who arglies~that he four children . . c q  
. . 
be read as 'representing a spectrum of cultural possibilities! Wercer, Janet 
Frame, 34). Owls Do Cry creates sensations of the'machine's effects ina  ' . 
variety of subjective circumstances instanced by the children, . hktai~ing. . 
. .  
. . 
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experiences of thefts of becoming, with the machine itself represented by the 
children's parents and the community in which they live. 
One of the children, Daphne, acts as an observer, and it is her adult voice, 
speaking from the asylum where she is incarcerated, that embodies both the 
theft and the possibility of becoming. Daphne provides images of crucial 
moments within each . . of a variety of responses to orthodoxy, ranging from 
resistance to collusion. The figure of the fabulator-storyteller as a figure of 
successful becoming is present only as the disembodied voice of Ariel in the 
novel's epigraph. Owls DoCry tells the story of thechildren as they grow up 
in asmall seaside town in the South Island-of New Zealand. Part One, 'Talk' 
of ~reasure'; follows their lives in Waimaru aid its nibbishdumpardund ' . 
which their games revolve, and ends with the death of Francie, theeldest 
child, on entering adolescence. Part Two; 'Twenty Years After', followithe 
adult lives of the remaining siblings, while the Epilogue 'Anyone We Know? 
projects conclusions to these lives. . 
Along with its inhabitants, the town of Waimaru maps out, literally, Frame's 
understanding of how differing approaches to language are disposed in terms 
of the power that is accorded to them. To belong to the town, the adult world, 
means to enter fully into the ordered restriction of available language, itself a 
form of aphasia, 'a kind of gap' (ODC 100). The alternative to this aphasia is 
'talk of treasure' - a use of language for other than utilitarian purposes, for 
its pleasure, for making stories. To use language this way, however, is to 
' belong, by definition, to childhood, and to be termed disordered and useless, 
like the contents of the rubbish dump. The Withers children show various 
' attempts to negotiate a transition from the world of the dump to adulthood. All 
ire viewed through the 'glass of fire' (ODC 53) formed by Francie's failure to 
survive, so that hei literal death is emblematic of the severity of losses ' . . 
. . 
experienced by the otherthree -Toby's half-life between the worlds because 
of his sickness; Chicks's capitulation to vapidity; Daphne's refusal of 
capitulation ind subsequent lobotom).In this sense, Francie's is the first of a 
series of deaths which open onto an exploration of lived possibilities. By 
presenting Daphne's observation of Francie's death as a 'becoming-fiery', 
Frame posits . the . possibility of death as a 'block of becoming' like that 
. . .  
described by Catherine Malabo" ih'her discussion of ~ o b ~  ~ i k k ,  in which 
Ahab7.s observation of thedeath of thewhale acts as a linkof flight i?to' 
: 
. . 
becoming-whale: . . . . . . 
. . 
. Ahab finds in  the whale a death which is not that of his !genus, which 
. . .  
does not leadhim back; in other words,'to the generic universality that 
he is supposed to have sprung from. (Malabou 125) ', 
. . 
~ ~ ~ h n e  acts as observer throughout the book,imaging states of affairs in 
which thechildren findthemselves through a series'of cho~s- l ike  ., 
. . ,  .. 
interventions; and she provides:the line of flight into the next book and the 
next stage of  exploration.of the language-machine's . . operations. But her 
capacity tomove from pure sensationto'a modeof subjecti,vity'that includes 
the possibility of obse~a t ion  is constructed as a consequence of the failed 
attempts of the other children, as encapsulated in the experience of ~ r a n c k .  
Part One, 'Talk of Treasure', moves directly from an account of Francie's . ' 
. .. 
funeral to a description of . . .  Daphne's . . .  experience ~ of electric . . shock treatment in 
. .  . 
a mental institution, andit is on1y"from the dead room' (ODC 9) there that 
~. 
she is iible.to 'sing' herchqrus df observation. Movement toward adjacency is 
experimental, and while, as a character, Daphne's fate is bleak;she represents 
. . 
the formation of a new part in the 'collective assemblage of enunciation'. 'ln ', 
order to understand the role of observation in finding possibilities of 
. . 
becoming, it is necessary to read the other children as Daphne's construction 
. . 
of experimental directions she therefore does not have to follow. Her Status as 
observer consists inor arises in response . . to these directions. 
. , .  
. . 
Francie - figure of ultimate theftof becoming in that she literally, physically 
fails to escapelsurvive , . - forms a counterpoint tothe 'treasure'experience of 
. . . . ~  
the town dump, and the potential for adjacency it represents. Where the dump 
offers the posiibility of an alternative world to.the on6 constnictedwithin ' 
available language,'Francie represents both the potential for mortal suffering' 
inside a life of orthodoxy, and the possibility of trying and failing to escape. 
. : 
As the eldest of the Withers children, leaving school at twelve she enters 'the 
.. . . 
time of living' in the adult world: . , . . .  
. . 
. ~ 
the unseen always, when peopleafe likethe marbles in the fun alley at 
the show; and a gaudy circumstance willsqueezepaymelit from their. 
. . 
cringing and povertyistricken fate, togive himthe privilege'of rolling 
. . 
. . 
them.into the bright, or dark box,'tillthey dropinto one of the little ' ' 
painted holes, their niche, it is called and there roll their lives round and 
. . 
' round in a fm'strating circle. (ODC . 20) . 
Frame presents a Situationin which the.young girl must relinquish her 
. . 
childhood connection with information as treasure ('She'knew that a drop of 
iodine on a'slice of b h a n a  will blacken the fruit, and prove starch; that water 
. , 
. . 
is H20;that a man called Shakespek, in a woodnear Athens,contiived a 
moonlit dream' (ODC 20)) and with the power of story to which she hag 
. . 
access as a child when she is 'Joan of Arc in the play, wearing a helmet and 
breastplate of silver cardboard' (ODC 19). All images of adjacency, of 
becoming-other, such aiJoan of Arc's creation of an alternative possibility for 
. .. . . 
herself, must berelinquished except as admonitory figures of dream; madness, . .. 
. , .  . 
punishment;'Now Francie is subject without protection to collective . ' 
judgement: 
. . 
. . 
. . 
F<&cie Withers is dirty. Fr;inci& Withe& is poor ... But ~ranc ie  
Withers is  jqan of Arc, &d she sang i t  the party - .. . 
. . 
. . 
Where the bee sucks there suck I 
In a cowslip's bell I lie, 
There I couch when owls do cry, 
When owlido cry, when owls do cry. 
. . .  . . . .  
But not a iy  more there I couch when owls do cry. There are owls . in . 
themacrocarpa andiabbage trees arid theycry quee-iuill,q~ee'-will,' . . .  and 
sometimes at  night because of the trees you think i t  is raining for e v e  
and there will be no more sub, only quee-willand dark. (ODC 21-22) 
. . 
Sensations of the 'living and lived in' space of treasure are transformed - 
what was 0nce:pleasure .and protection becomes 'quee-will, arid . . .  d&k:'from . . 
. , 
across the border in the world'ofuse. Once -'poverty{stricken.faie!has . . rolled 
. . .  
Francie inio her niche, not only the sensations of childhood, but also its. ''. 
, . 
organ'ising structures, stories (always inany case made by others) tum against 
her. The world of work comes for her as the darkest of tales: . .  
. . 
. . 
Francie, Mr Withers said, wi11'~o to work at the Woollen Mills ... 
Francie and Daphne knew that over and over again ... hundreds of girls, 
. . . .  
'some Franciq's age; were bewitchehintoa dark room filled with wbol, 
whir9 they were foicedto fighttheir way through mounds of thick . ' 
. . 
dusty-smelling bundles, grey and brown, green cind gold, imd blue like' 
, .. 
the sky that was shut out. Some of the girls choked with' the colours and 
. , 
died. (ODC 27-28) 
. . 
. . 
Frame draws the reader into an expe'rience in which all attempts at finding 
linesof flight turn back on themselves: trying to appropriate available 
language for her own use. Francie merely learns to use 'the same voice that 
, . 
women in films use when they dismiss their lovers for the last time' (ODC 
33). She grows less and less able' to 'fight her way through? by 'pe ' rfodng . .. a 
defiance that only.entangles her further. Finally; she seems to aickde . . to the 
. : 
theft of her own possibilities of becoming, to the demand that experience of 
treasure shall be locked away: 'you have to grow up', Francie says: 
It's today and tomorrow and the next day. 
And it came with Francie - today and tomorrow and the next day. 
She grew more and more silent about what really mattered. She curled 
inside herself .:.:And Daphne thought ... If only shehad some sort of : 
,. . 
treasure with her, inside, to help her; if only grown ups could tell what is 
treasure andnot treasure. (ODC 36) . . 
. .  . .  
. . 
. . .  
, . . . 
Daphne observes what is happening and constructs possible responses, lines 
of flight. The 'saving' image Daphne anives at is that of Francie as Joan of 
Arc in the school play - this, she thinks, could be 'the treasure inside' that 
could 'help her'. But Daphne as observer in the realm of descriptive images is 
unable to exercise. 'saving' agency:observation is not in itself a line of .flight. 
Frihcieis condemned to live out the full'trajectory implied by the figure'of 
. . 
. . 
Joan. Drawn back to the dump with the otheichildren,Francie's defiance c@ 
. . 
now only take' the form of a fascination, figured heiittriction to the . .. ': 
destruction of 'treasure' in rubbish fires, with the theft that is being 
. . 
. . 
perpetrated: . . 
What did we come here for, anyway? I'm sure I'm not going to sit here 
. . .  
al!.day in a dirty Old rubbish dump.' ' ' . , , . . 
- But, Francie; youused to come with us,before. 
. , 
- Before, what? 
... . 
-Before you left school arid everything was different. Wouldn't you 
liketo be at'school again, &d Joan ofArc, 
She was a Saint. . . 
Francie giggled. 
- Saints are not in my line. And I'd much rather be grown up. Tell you 
what, though, let's~godown over there wherethey're burning things, 
. .  . .  
.. , 
and watch. (ODC 39-40) 
. . . ,  
Daphne is compelled to.observe and describehow, moving closer, Frahcie 
trips and falls 'headfirst down the slope; rolling,.quickly, into the flames 
... . 
. . 
(ODC 40). consumed by the last remnant of story to follow her into the adult 
. . 
world, her role as Joan the martyr-heretic. The luck, the 'happy' discovery of 
fairy tales has not been enough for Frahcie; unable to seize the power of the 
book for herself, she loses hope of coming through to 'where the bee sucks', 
articulating for herself the voices she hears. Withoutadequate language, she 
'findS it best' tobe silent, and iS burned kith the restof the Gisure. This theft 
. . 
of a young girl's p.oSsibilityof becoming- a possibility stolen ~bsolutely, 
.. . . . . .  . . .  
along . 
. with her life- will be'emblematic of all the thefts to come. Francie 
. . 
. . 
shows what may be experienced at the hands . . .  of the-'dangerous world9,and 
the fates of the other three children are dase studies, variations on a theme of 
how this may come about. The death of Francie's universe of 
. . 
treasurelpossibilitj is the event frdm whichpart Twg, 'Twenty Years After, 
takes its perspective, and the thefts and half-lives suffered by the remaining 
children are seen in its light. . . 
. . .  : .  : 
Where Francie is 'buined' to  death, as Daphne observes it, by her impqtent 
. . 
. . 
deiire to carry some of 'what really matters' with her into adulthood, chicks, 
who abandons her childhood name and subjectivity to becomeTeresa, shows 
the consequences of a theft of becoming that'is achieved with its Subject's 
. . 
cooperation. Teresa leaps willingly i n p  the hands of the dangerous world, 
trading the rubbish dump's treasures for conversational competence, upward 
movenieni in the social hierarchy of the world of use. .This is not an' . ' . 
articulation of treasure, but its rep1acement:She y g r i e i  the ion of thecouncil 
workerwho . . .  was tending the fires the day Francie was burned,and they move 
'upnorth'. Later, moving back 'down south' to Waimaru to live in a house 
built on the filled and reclaimed 1and.of the rubbish dump, ~ e r e ~ a -  'if
people at home when I viSit there prefer to call me chicks, I shdl refuse to 
. . 
answer' (ODC 97) - does not want to talk of treasure at all. ~ e r  mother - , 
becomes the location of disowned sensations in a treasure-world that is 
relegated to childhood: 
. O h , m j  mother was is big'asthe a m  of land will hold the sea and nor 
spill ..; I think of her ... standing and saying.to us, -Kiddies, kiddieia 
. . 
little k i e y e  has come to us in the cold weather, and meaning, Kiddies, 
a waxeyi h4d come to herto hide from'the snow andfind honey inher, 
for she knew her bigness and sweetness and could not move for spilling 
some ... and1 usid to climb bn her knek and open her blouse, and 
take her tittie in my mouth, for there was no one who came afrer me, to 
. . 
. . 
. . 
say 
-.It 'smine. (ODC 1 18-19). 
. ,  . . . 
. . 
These sensations, recollections of treasure, come to Teresa involuntarily and 
aie disowned. Adults wtio have fully crossed over may not legitimately 
. . 
acknowledge the existence of this realm in their own lives, even in the pait - 
as Teresa puts it:. 'Oh I don't know, I am half Daphne in writing this, it is not 
. . 
my usual way; as i f a  spell had come over me: (ODC 119). It i s a  world that': 
must be buried. As Teresa says of her mother: 'I hate her and wish she would 
put mend toall suspense and die'(0DC 110). Only anunweaiied infant can 
suck.'bigness and sweetness'. Her children become.for herthe only 
perinissiblelocation, in the present, of the sensationsand concerns . . of the 
wbrld.of treasure: 
Peter is full of the quaintest remarks. He said this morning -Mummy, 
what kind of a world isthe world in thewashing machine? And list 
night he asked about the moon. ~here's'somethin~ in' it, he said. Like 
. .. . 
. . 
hills, and somethingthat moves. (ODC 103) 
. . 
Daphne's obse~ation of Teresa's choice' to distance herself in this way 
constellates in the image of buried experience as 'a kind of-gapl(ODC 100): 
Where Francie's air was burned away, Teresa's deliberate choice of kiasure 
.. . 
brings a vacuum ofanother kind, in the temfying sense that she has 'no inner 
life' (ODC 104). Her fate is one of implosion, subsidence - as the Epilogue 
records it:'society woman' found shot in the head, and her husband arrested 
for murder' (ODC 171). 
. . ~  . 
Toby,.'a sick boy' (ODC 12) has his experience of treasure cqmpromised 
. .  , , .  . 
even before adulthood.by epilepsy, which also makes him unable to meet the 
man-standard, and renders him ineligible for full incorporation in the world of 
use. His fits, :a dakk cloak ;..-thrown over his head by ~eslls'or God' (ODC: 
13), are constructed as a kind of involuntary becoming-other, an unwilled 
impulse which acts as its own theft, since such movements away from the . . 
standard are validated by their subjects or not at all. Toby's epileptic 
. . 
(un)becoining projects him outinto fear rather than into release, leaving him 
in arealm cognate with Francie's place of 'no more sun' (ODC 22) and with 
Teresa's experienceof the !gap9; aligning him with the young girl as subject 
. . 
of theft: Stuck between the worlds of imagination,and.availablelanguage, 
with sickness as a figuration of the experience of equal parts defiance and 
compliaiice resulting . in . anincapacity that acts as guilt and punishmentin one, 
Daphne constructs Toby as enacting a kind of reverse alchemy in an attempt 
to find compromise. Like Francie, Toby wants to maintain a connection with 
the world of treasure; like Teresa he wants acceptance in the world of use. 
However, unlike Francie, who is able to colle'ci information about starchZand 
H 2 0  and Shakespeireas a kind of treasure, school is'a struggle for ~ o t i ~ ,  . .  . so 
that hecannot appropriate the information offered there: ' ~ o b y  ... went to 
school ind . . sat in . the . back row and put his head on one side, trying.toknow 
. . 
what . 
. was written on the blackboard and what the master, Andy Reid, was. 
saying' (ODC 12). And already;in childhood, the dangerous wdrl'dis reaching 
for Toby, disqualifying him from the kind of compliance achieved by Teresa, 
. . 
assessing and dismissing him with the other 'dirty childr'en' (ODC 12) who 
belong in thewbrldof the dump. As anadult, even more than aS a , child, . . ,  he . is . 
fthere and not there, journeying half-way which is all toment'.(ODC 83), 
with noway of protecting himself, no 'stick to hit with whenthe dark comes' 
. . (ODC 60). . . .  . . .  
. . .  
Toby works on the edges of the use-world in places that have the 
charactensticsof the dump: 'freezing works west coast mine or foundry' 
(ODC 54) - the place of death, the pit, the burning ground; but he converts 
itscontents - 'rag's bones bottles scrap iron old steel' (ODC 54) into'tiird 
. . 
cash' (ODC 54). . . 
. . .  
. . 
Toby. Withers unrolled his bundle of ten shilling notes andput them 
down in a layered and crumpled confection of soft rust upon the table 
that was smalland shaped like a cell of black honey; (ODC54) . 
' 
. . 
Treasure to treasure, rust to rust. Money becomes Toby's language of 
sensation, the honey of adequate speech: 'good money, overtime, bonus, boots 
provided' (ODC 54). But as an exile and a sojourner through sickness, he can 
. . . . .  . . . .  
never learn to speak it well enough. Daphne images his experienceof the gap 
betweendesire for3 waythrough and capacity to identify a yay when i t .  . ~ . 
. . 
materialises, as a different kind of suffocation from either ~ ranc ie  or 
. .  . 
TeresdChiCks. To want and not-want equally, as Toby does, is to be seized, to 
. . 
have the.'velvet'[cloak] with its forest of a &llion folds' (ODC 14) come. .~ 
. . 
down. A newspaper heading in the Epilogue gives the use-worldls final 
. .  . . , 
judgement of Toby's worth: 'Epileptic convicted for being a vagabond and 
. . .  
lacking visible rniansof support' (ODC 172). 
. .  .. 
. 
In creating these figurations of theftsof becoming, wheth'erfrom subjects 
. . .  
constructed as unwilling like Fraricie, willing 1ike'TereSa or ambivalent like . . 
Tbby, Frame is setting out certain conditions for failure to find adjacenty with 
regard to available language, in the service of creating a writiFipractice that 
{an achieve becomifig.~rancie is coerced into using 'the same voice' (ODC. 
33) as the standard, Teresa 'refuse[s] to answer' (ODC . , 97) any but thi .  ' . 
standard, while Toby moves between acceptance of the linguistic currency of 
'hard cash, and wordless convulsions, and these three constructions.of . . 
. . 
. . . .  ~ 
responses , to:adualistic . system imp'el'the construction of a fourth: Daphne, 
unlikethe other children, has a double role in the book's 'collective ' .  . 
. .. 
assemblage of enunciation'. The first isas a character who, like t'hem, acts as 
a locus of a particular variety of subjective experience and sensation in 
response to available language, and who, like them, suffers the theft of 
possibility. 
. . .  
~ a ~ h n e ' s  secbnd role is in the formation of a new 'part' for the machine of 
. . .  . 
. . .  
. . 
Collective enunciation, by adding (toilreadyconstructed thought-as- 
. .  . , 
. , 
Sensation) theform of.thought that consists in observation and imaging of 
what is oliseived. Thisis a further preliminary move in the creation of a 
writing practice of becoming; the setting upof a paradigmatic'image-realm 
susceptible to.the linkages of storytelling. As a character in the novel, Daphne 
suffers a version of the fateof theother three Withers children. ~bnf ined  t i a n  
institution and ultimately lobotomjsed, she too experiences the collision'of the 
worlds of treasure and use as productive,of a kind of evacuation, in her case., 
by andto 'thedead room' of the asylum. ~a~hne'sivi i iat ion on the theme of 
collision consisti in the fict that, unlike Fraicie whotries to'defy. available 
language b y  appropriation, or TeresKhicks who welcomes orthodoxy, or, . 
. 
Toby who experiences the nowstandardas sickness and..who fantasises 
childhodd treasure in the world of use wherenone exists, Daphne insists on 
bringing treasure across the border intq adulthood as language that defies . .
available formulations. 
In Part One it is the character of Daphne, more than the other children, who 
. . 
. . 
articulates her recognition of treasure: 
. . 
Insidethe motor tyre was'a stack ofledgers ... 
-These are treasures, she siid. Better than silver paper, this lovely 
writing. 
-They're not, said Toby. They're just sums, grown-up sums. 
.. . 
-But . .  they're . made like.treasures. . Why . .  do they throw them away. And 
when . . you're grown up . . you work at treasureis0 it must be ... . . 
. . 
:And thenthey talked aboutthe fairy tales that nobody had wanted and 
. , 
had put intothe ashes to bebumed. (ODC L 1 5 )  
In Part Two Daphne is shown to continue in her determination to 
acknowledge the realm of treasure and bring it into language, with a.  
consequent denial of status by and in the adult world signalled by a narrative 
elision of space between childhood and the asylum. She moves from 
. . 
childhood itself to a stubborncelebratiotiofchildhood,singing . her . . .  experience 
from the non-space of the dead room: 
. . .  
. . 
. . the real how and whereand who and why are iti the circle of toi-toi, 
. . 
. .  . . .  
. witl-the beautifulledger writing and the book thrown away that told of 
. . 
, 
. T6m Thlimb sitting in the horse's ear; and the sunshining through the 
sacrificial fire, to make real diainonds and gold. And we sat, didn't we, 
Toby, Chicks and Francie, as the world sits in the morning, unafraid, 
touching how and why and where, the wonder currency that I take with 
me, slipped in the lining of. my heart, to hide it because I know. (ODC 
It is she, Daphne, wtio smells 'like a flower bush' (ODC 97) who has the 
greatest possibility of finding the honey of adequate speech, of carrying its 
source with her, 'Slipped in the lining of [her] heart', delineating shapes of 
life-giving enclosure, the shell, the living and lived-in w o u ~ d ,  'their island 
with the fire at the centre and the sea with its green web of forgetting! (ODC 
80). 'the believed crevice' (ODC 170). Punishment for insistence of this kind 
is constructed as a compounding, an assemblageof the fates of theother three 
children; through . . . . . .. . . . . . 
, 
.the nine o'clock terror called electric shock treatment ... on the sunniest 
. . 
of days,coloured Iikea single toi-toi with a sunflower in its heart of 
, 
seedcake though the seeds were burned black ... thescream of a soul 
surprised in a funnel of dark. (ODC 4748)  
'Daphne is repeatedly burned, as Francie was, but an added element of 
nightmare comes from the way she is also caught in the 'sunny' banality of an 
'adult' order like Teresa's, and so is even more vulnerable to being 'surprised' 
by darkness like Toby. This compounded sensation links and perhaps 
precipitates her into her observer status, with its attendant capacity to escape ( 
for as long as the book survives) as it catalogues her fate and that of the other 
children who 'sank too deep or dried up and the blackfly took hold' (ODC 9). 
In being able to describe moments of the theft or devaluing of treasure, she 
reinstates treasure, for them and for herself: 
And Toby carries it backwitid and fo6ard across continents and seas 
and'does not understand it though it glitters and strikes part of the fire in 
. . 
him; and Chicks is afraid, and covers it with'a washing-machine and ' ' 
refrigerator, and a.space:heaterbehind glass. (ODC 134) 
Owls Do Cry - a machine of enunciation'that maps out the plane of 
~. 
subjectivity and begins to p$pulate it, literally feeling its way along , . 
ch~acters~sensations of constraint and theft of becoming towards conditions 
for writing lines of flight. A collective that forms counterpoints, squares, 
... . 
. .  . 
oppositions, adding to two dimensional iensati6n a third dimension,. .' 
. . .  
observation. Aviilablelanguage, its sensations and its subjective effects . .. 
, 
documented from within by the figure of Daphne as proto-writer. Taking . .  as . a 
. . 
starting ljoint the line begun by Daphne, four years later Istina Mavet of m aces 
. .  . 
in the Water (1961) continues the work of observation, butthis time entirely' 
. . 
in the context of the place of evacuation; The novel traces Istina's years of 
. . 
incarceration as a committed patient in the institutions 'Cliffhaven' and 
'Treecroft', offering the sensations of her . . ~ w n s u b j e i t i v e e ~ ~ e n e n c e  . .  . of 
. . . . . .  
reiistance . . to the theft of becoming andsadness at its'ldss, aria her . . : 
. . 
observations of the experiences of others;-both individually and collectively. 
. . 
. .  . 
What is being observed now isthe corporeal . working . of the inachine of . . 
available language, its beU9 figured by the asylum buildings, its actions 
. . 
performed bn the bodies of patients locked up there. In thiirealm, the 
childhood worldof treasure arid .. . the possibility of legitimate non-standard 
. .. 
. . 
experience hasdisappeared.over . . the horizon. Longing still exists, but its 
treasure-object is in~isib1e;'ilia~ces~ible except insofar as it:is held in ttie 
.. 
memory of the previousiiovel, and in material fragments,a '.pink cretonne 
. .. 
bag'. containing'a copy of Shakespeare' ( F W I  1.3); "stalks of 'grass ... silver 
paper fiom Somebody's chocolate, the ball of hair ... on.the floor of the . ~. 
' 
bathroom' (FW 245). At this moment in the formulation of a writing practice 
that can find adjacency, Frame, through the character of Istina Mavet, 'enters 
completely into' the asylum-machine, inorder to make her analysis of its 
. . 
action: 
. . . .  . .  . 
. . 
W a r d  two .;. at night when their sleeping quarters ... became like a hive 
, 
. with the bees wailing ~. 'Arid-screimiing behind the iusted wire-netting 
. . . .  
windows; as if their day's honey had been lost or never gathered ... in 
the evening being rushed into the Biick Building andseeming to execute 
a wild dance before they entered, aS if to signal the direction of the 
flowerless fields where for one more day in the numerous years oftheir 
search they had wasted their time and yearning. (FW ... 44) . ,  
. , 
. . ,  
As ~a~hne 'sexper ience  in Owls Do Cry has shown, adults who retain an 
~. . . 
orientation towards the world of treasure (unlike children, who belong in this 
realm) ire viewed by 'the.'people of the town'as chdosing' to be 'of no us< 
. . . .  
and-are pllnished accordingly. Like t h o s e i n ~ w l s  Do.Cry, characters in Faces 
. . 
in the Water focus sensations, this time of subjective experiences of life in the 
asylum, which acts as a dumping ground for those who have refused the . ', 
. . .. . . 
. .  . 
language of regulation, and 'lost or never gathered7 a power of expression that 
might have allowed them to find of shape their own dwelling. The asylum's 
.. . . 
Brick Building is the houseprovided forthose unable either to co-operaie like 
Teresa or to find unco~sciousne$ior death like Toby and Francie. Ass figure 
. . 
. . 
. . 
, . 
of.standard 1anguage;the asylum is shown tooperate by depriving its inmates 
of agency. The character of Istina is constructedai living in the passive voice 
with regard to the disposition of her body and her time: 'I was for shock 
. . 
treatment' (FW 15); "'You're going to another wiird"' ~. (FW 81); 'I found 
, "  
myself in Cliffhaven' (FW 131); 'I was given my clothes and told to get up'. 
. . 
( ~ ~ 2 1 3 ) .  ' 
. . 
In her other role asobserver of the theft of becoming, however, Istina 
develops further . . .  the possibility of resistance represented by Daphne. The 
Brick Building actsis a laboratory br kitchen where $he can refine her. 
capacity for observation as'a form of thought in the service of writing lines of 
flight. Judith ~ k l l  Panny's analysis of the asylumas a figure of 'the house'of 
the soul, ... represented at times by "a small locked room" [FWI (p 204) and at 
other times by a ward, or an entire mental hospital' (Panny 30-31) is useful 
here in that it provides a starting point for examining effect of Frame's 
construction of ~ s t i n a ~ a v e t  as a woman .who 'enters completely into' the 
machine of available language. In tlieii work on minbr litGature, ~ e l e u z e  and 
Guattari describe Kafka's :'Leiter to the Father', withits accusations . . 
enumeiating the elements of the father's universal guilt; as 'a blowup ... a n  
, ,  . 
exaggeration .:. An Oedipalization of the Llniverse! (Deleuze and ~uat'tari, 
Kajki, 10). The 'Letterl,.they say, project$ theimage of the father onto'the 
geographic, historical and political map of the world' in a move that, by its 
very exaggeration, reorders the terms of the conflict so that now 
the.question of the father isn't how to become free in relation to him, 
(an Oedipal'question) but how . to find . .  ii path there where he didnit . find . .  
any .~.. Opening the impasse .;. deterritorializing Oedipus into the world 
. . 
.. . 
in~tead of retenitorializing everything in Oedipus arid the family. 
. . 
(Deleuze and Guattari, Kafka,'lO) 
The point becomes, not to enumerate the instances of the father's fault, but to 
transpose them onto a:large enough scale that they becomesuscdptible to 
analysis.And so Phny's  reading of Faces in the Water as a novelin which 
Frame foregroundsthe asylum as an image of the soul is helphi -but on the 
. . 
understanding that such a foregrounding is caniedout, not in order to create 
. . 
anatomising projection of madness;but as a 'dete'rritorialising' of the realm 
of iciul as constructed by the man-standard 'into theworld' in order to 'find a 
path there'. 
Istina enters into her, 'hospitalised or incarcerated' (Panny 30) soul, both 
sensing and observing the life there. Her. inner speech, which forms the book's 
subjectivity,.continues to shakeup language is Daphne's songs 'from the ' . 
dead room' do, but where Daphne's singing isconcerned with articulating 
sensation as the only means of keeping treasure-experience alive inside her, 
Istina's thoughts are concerned to symbolise and link sensations. They move 
from descriptions of isolated states of affairs to the creation of a paradigmatic 
realm of images and the construction of a self-conscious awareness of her 
observer'srole, in which she watches herself and bthers 'as from aseat in a 
concert hall' (FW 90). It i s  this awareness of distance that allows her to listen 
for 'a new shape of reason'(FW 107) within the asylum's 'violent . , . . 
orchestration of unreason ... like a new kind of musicof curse or cry9'(FW 
90). It marks the inception o f  a conscious fabulating 'part' in the work's 
'assemblage of enunciation': . . 
. . 
I will write about the season of peril. I was put in hospital because a 
great gap opened in the ice floe between myself and the other people 
whom ~'watched, with their world, drifting away".:. (FW 10) 
Istina's watching place at 'the special table' (FW90) is where Frame begins to 
document a negotiation of adjacency, and this line of flight is confirmed when 
Istina leaves the language-asylum without, as had been planned for her, being 
lobotomised. She has not discovered the 'day's honey', but neither has she 
disappeared forever into the belly of the Brick Building. By holding to the 
veracity of sensation, by forming images for sensations, and by creating new 
subjective . . patterns - 'a new music' -from those images, she has evaded 
the unconsciousness that standard language seeks to enforce. 
. . 
. . 
. . 
A year after . the . publication'ofFaces in the Water, Frame's nextnovel,The 
Edge of the Alphabet (1962), takes up as its opening premise and incorporates 
into writing practice the line of flight from observation to the possibility of 
fabulation created by Istina Mavet. Thofa Pattern, whose voice forms the 
. . 
. . .  
book's overarching subjectivity, establishes at the outiet her marginalised 
observer position and its.linguistic charactei:' 
I ... live at the edge of the alphabet where words like plants either grow 
poisonous tall and hollow about the rusted kriives and empty drums of 
meaning, or, like.pe@pleexposed to adeathly weathei, shed theirfleshy 
confusion and show luniinous, knitted with . . forceand permanence. (EA. 
This novel's move is to recognise language itself as the controlling force that 
drives institutional surrogates such as theasylum, and to begin to reclaim 
agency . . through recognition of the internalised power of the language ~ 1 
. . 
, . .  
machine. This llnderstanding is'also important to ~ e l e u z e  and ~uat tar i ,  who 
. . 
arguethat 'philosophers andpoets canwrite against pow& by carrying on a 
. . . .  
kind of guerilla warfare. Since people intemalise the'schemas of power, they 
. . 
<in also lead a kind of guktilla warfareagainst themsk!ves7 (V. Conley 27). 
Following this recognition, Thora amves at a position of adjacency that 
enables her to make and link observations of the operations of language as 
part of a writing practice. Her observer role shifts from Istina's creation of a 
'document' (FW 254) that records the sensations of cqnfinement and notides 
. . 
the possibility that new language, 'new music' mightemerge there,to a 
'journeyof discovery throdgh'th'e lives of threepeople: ( E A 4 )  in order to find .. ... 
. : > 
out how and from where in the self sdeployment of language 'new music' is : 
. . .  
to beproduced. 
'An& Renc Colombu places ihc writer. as crcalor of an cntily lha 'assem lhe w1II U, power of is own 
muluplicily' (Colombnl 583) among thosc uho bccom Dcleuzim 'sorccrcn': 'Sorcerers have always had an 
unomlouo por~uon, a1 ihs edge o f  lhc fields or uwds. They haunl the fringes. They are a the bonlerlinc of the 
village, or berwccn villages' (Delcuce and Cuarrari, Plnrcous, 246). 
In The Edge of the Alphabet, Thora Pattern's writing subjectivity is 
. .  . 
established a containerfor'the subjective experiencis of ' ' ~ o b ~ ,  k e ,  . Pat! . 
. . 
(EA 4)who make a sea voyage on the Mama from New Zealandto England, 
. . .  
and who re-examine varieties Of relation to available language. That this is 
,. .. 
still a question of identifying conditions of a theft of becoming and . . ' 
elaborating a writing practice.in response to the theft, is established by the 
. . 
reappearance of Toby Withers, a character from Owls Do Cry, accompanied 
by, and situated within, his familial language machine. In an important 
. . 
distinction from Owls D o  Cry, however, characters inThe Edge of the 
. . . . .  
. . .  . . .  
. . . 
Alphabet are presented a s  pattems of response to available language that exist 
in.'the mind'of th'e younggirl Thora Pattem, subject of theft of becoming, who 
. . . , 
has turned to storytelling as ameansof reclaiming agency. ~ h o r a ~ a t t e r n ' s '  , . . 
life 'at the edge of the alphabet' and her containment of a variety of subjective 
responses figures the point of connection between the 'here' and 'there' of.  
language and imagination: 'here and there, there-here the Matua, there-here. 
. . 
the room also at the edge of the alphabet also in South   on don' (EA 97). 
Thora's voice represents.a decision to leave the observer'$ '~pecial' position. . . 
In a double movement she simultaneously encompasses Subjective . . positions 
that represent the 'waste products' (EA 3) of the world of language and she 
constructs a meaning for them.through the action of storytelling, encircling 
them within a writing practice, a writing subjectivity. Here is the beginning of 
agency, adjacency, . . thepossibility of directing the course of a relationship, . . 
between imagination and available language, sincethe shabe of the space 
between is now a written, and writing,self. ~torytelling with its fabulating 
action becomes both th'e field and theexpression of this relation. 
. . 
.. . 
This change . . is reflected in the language and structure of the novel. While 
. . 
. . 
earlier work challenged the novelistic genre by its use of extended lyric 
passages, moments of 'treasure' given defiant form within narrative structure, 
this novel begins to challenge nqrativestructure itself in an estrangement that . . 
embodies a progressive becoming-other in writing. Here we have a specific 
instance of the hermeneutic of expression discussed in Chapter . One,where . .  ' - 
the structure gives a way of moving 'beneath the surface' of the nariative to 
'find the concrete realm of the affects that traverse this progression' 
. . .  
(Macherey 143).:The book conkins multiple points of view andmultiple 
. . . . . . 
storylines whose felation toone another bec~mes'increasingl~ comple*. At 
. .  . . 
the start'of thenovel, first personp$sages.in the voiceof Thcira pakern 
. . 
directly addressthe reader, and these ire discrete from, &d interspersed . . 
. . 
between, third person narrative sequences concerning the characters Toby 
Withers, Zoe Bryce and Pat Keenan. ~ncreasingl~, though, boundaries blur 
between Thora and those through whoselives' she is journeying? It becomes 
. . . . 
clear that Thora's journey is not just a discovery of things about he? 'three 
people'; it is a discovery of their lives as aspects of her own s'ubjectiviiy: 
things she wants to  know for and about herself are explored through their 
. . 
expeiiences: 'Living where Iam, howcan I cleave to anything?- ... ~ o b y ' h i l l  
. . 
know' (EA30),.she says: . As . unmaikedshifts between fikt, second and third 
person voices occur more andmoreoften; . 
. it becomesinc~easingly difficult to 
know who is speaking; Authority is distributed across the text: omniscient 
narration now functions by drawing knowledgefrom its subjects, and 
. . 
subjectivity is shown to be a 'ruined I' (EA 96), polycentric. A consequence of 
Frame% exploration of a new music of language is that demands on her 
. . 
readers change too. Whatis necessary nowis a responsesiniilar to one that 
. . 
would be needed for engagementwith unfamiliar musical inteiv8ls; , . .. 
harmonies, rhythms: a response thaiinvolv6s . . immersion; &any retricings. 
Redistributionofsubjectivity hasimplications for each of the centres across 
. . 
. . 
which it is dispersed. While the circumstances of characters' lives remain 
desperate, their responses ire no longer figures of a variety of separate fates, 
but rather constitute a variety of impulses existing within a writing 
consciousnessthat encompasses all of thenc Pat's slavish c o n f o ~ s m ;  Toby's 
. . 
entrapment . . betwkeirworlds, unable to spellmgiethan his name, but obsessed 
. . ,  . .  
. . 
. . 
. . 
. . 
. . 
. . 
'%is move can also beunderstmd as a tactical one in Cenwu's terms. AS Ann Pancake points out. 'Novels in 
gcncral arc associated with the construction of the middle class, l q c l y  because they tend to privilege indi"idun1 
ehvge. a notion imperative to the bourgwisie's faith in social rnobiliw (Pancake 294) Writers wishing lo disrupt 
iuch consmctians uw tactics idcluding 'hetemglossia. polyphony, multiple nnrmton ... to supplant individuality with 
community and to rewrite thl individual quest as awllective one' (Panenke 292). These tactics 'do not simply 
nplaec the middlcclas cantent ... but ... alter its form' (Pan&= 295). Similarly. Richard P&c describes Toni 
Morrison's use of 'a dialozic tellinn. retclline. and lransforminn of a character's smrv ... Onlv this interlavered ' 
' 
- " - " 
medlumcan give voice to ihc "dangerous freedom." s g ~ a v  it in u history of phystcal disposwssion and psychological 
displacemcnt. and open the way for tactics of ncgotiarion and poas8bllty' ( P e m  316). 
with writing the story of the Lost Tribe; Zoe's refusal to capitulate - a task 
. . .  
she inherits through the line of gir1,characters from Daphne~and 1stini 
Why'move into the same climate of body.and mindand have 
. . 
, . 
indistinguishable dog-daisies sprouting in agreement from one's life? 
. ' .  
(EA 92-93) 
. . . . .  
. . 
. . 
Dialogic consciousness is built into the structure of the novel.Zoe Bryce, a 
schoolteacher from the English Midlands who has 'given up teachingi (EA 88) 
. . 
and come to the Antipodes 'in search' (EA 93) of her own link pf.fli'ght, ' 
articulates motivations for subjective shifts that occur in the novel. She 
describes repatternings that must occur as partof her search, recognisin'g that 
. . 
in order to 'say something',it is necessary to engage, as the book does, with 
. . . . .  
the forms (a'ndforniulaic nature) of available language: . . 
. . 
. . 
And I have changed. I must touch the surface. I must encircle what is 
dead. I, Zoe Bryce ... must think in this way, shuttled over and under ... 
the rhythm of my demands alive in my mind beside the composite 
h,istorical kries'Qf my own country . . - victory, rag-and-bone pleadings, 
church musicof ice cream,disaster, bring out your dead. (EA 95) . , 
. . 
Thora Pattern, a s  the'voice of dialogic subjectivity in the novel, comes to 
. . 
reilise that 'encircling' the dead is not a process . . of inanipuladon, placing 
them 'like goldfish in the aquarium of [the] mind's room' (i 143); bui father 
a procedure that creates con-fusion, joint identity: 
. . .  
I am confused here on the outskirts of communication. . I have .. set out on 
. . .. 
. . 
my exploration -I ,  Thora Pattern, Zoe B y e ;  Toby Withers, Pat 
. . 
Keenin ind all the other people I have met dr'known. (EA 143114) 
Thora's speeches enact this confusion in the way they affect even the material 
disposition of chaiacters' wordsin the text. As Patrick Evans points . . out, they' 
disrupt 'the typographical conventions by which the novel is set oui' (Evans, . . 
Ring of Fire, 85), in passages like the following: . . 
Five yards (say) from your wall in an area three, seconds by two seconds 
.. . 
. .. have you a small . . light burning; as I have? 
. . . 
' . 'Calling. 
' 
And dancing with rage and pain when there is no answer, when 
. . 
we find that our code of measurenients is singular,is not printed in 
anyone else's heart ind cannot ever be shared. . . 
A member of the crew kissed me A d  changed my life. (EA 117) 
Aspects of the 'I' do die, as Zoe does, having received and communicated the 
. .  . 
'treasure' . .  of . .  messages thatcannot be articulated withinavailablelanguage - 
the kiss of a nameless sailor on the journey back to England, and her creation, 
, . 
when she gets there,of a silver forest . from . a cigarette wrapping. . . . 
Is this theonly word Isball ever speak and do I now retreat into silence? 
' ... Surely now . . it is time for my death! (EA 272-73) 
Here i s  a parallel with the fragments of 'treasure' in the previous novel, Faces 
in'the Waiei - the unread Shakespeare in the pink cretonne bag, ihe 'stalkof 
grass or the chocolate paper' (FW 247) - that fonh the only connection with 
~. . . 
. , 
awbrld of irpagiriationoutside the man-standard foe inmates of the'aiylu@'. 
such'as Istina Mavet. But where, in the asylum,the fragments remain. . ' 
. ~ .  . 
unconnected, meaningless because they 'iie not contained within a fabulating 
subjectivity, the 'deaths' undergone by Zoe's experiences constitute a 
. . 
transformation of the , whole, and insights are not lost but subsumed. Zoe 
'm,ik[es] a-shape' (EA 271) with the silvei paper rather than simply col'lecting 
the piece of shining foil. Through Thora Pattern3 writing consciousness,~ 
. . 
Zoe's 'only word' is spoken in the knowledge that it will be heard forever in 
.. . 
. . 
the space of the book. And so'the trickster-storyteller brings us back to . . . 
. . 
DapIipe's evaluation of the dump's treasures in Owls D?.Cry: ' ~ e t t e r  
silver paper, this lovely wiiting' (ODC 15). Toby's LoSt Tribe is subsumed to 
become a figure of story itself - the tribe's implied but,never-narrated . . . . 
wanderings, a 'journey through lives' as Thora's are. Each moment that adds 
a 'part' to the machine of enunciation and so assembles a new subjective 
. . 
possibility is a kind of death. Thora wonders: .. . 
. . 
, . 
. . 
- -: Isit truethat self-discovery ends in death? . 
And is death the vacant lot out of town,full of rusty sharp-edged tins, 
. . 
auto tires, human debris which only death volunteers to store? Or is it 
. . 
the oasis in the desert, with men constantly in search of it to build their 
homes and livesaround it, that it may satisfy their thirst? (EA 300) 
. . .  
Self-discovery is both death and the oasis, the new possibility. The deadhe 
dead,their losses remain;'Thora lives on-at the-'edge of the alphabetywhere 
words crumble and all'forms of cortu'nunication between the livirig'aie '. 
useless'(EA 302);But the 'one day' she speaks of,'when we who liveat the 
edge of the alphabet will find our spech' (EA 302) occurs already, inthe 
, eternal present of the book, preserved 'as long as its materials last' (WIP ' . .  
164) .4 
The following novel, Scented Gardens for the Blind (1963), makes even more 
. . 
explicit the fact that Frame is now interested inthe encounter between . . : 
available l ~ g u a g e i n d  imag ina t i~~  -becoming as ittakes place' . . within one 
. . .  
individual who engages in allthree forms of thought - sensation, observation 
.. . .  
a@ fabulation or storytelling. Insieadof a public or communal structure like 
the asylum,.or a projected outer 'journey through lives,, the process of.  ' . 
'encircling' and finding new speech is now represented as happening within 
the self of Vera Glace, imaged as body or house, as in the follo,wing 
part of which I have quoted before in a discussion of ~rame ' s  figuration of 
Speechlessness: . . .  
' So I placed before me a diagram of the human head neck and chest with 
thetunnels of sp6ch and breath :.. I moved my finger, walked it along 
. . 
' LR thir ynw. the D e k w i m  uropm project rcwneler with Cencou'r h ~ s o n o p p h i c  'rrwiee lo the living in 
bnngtng back. honouring and pmperly buying the forgoncn d d .  h o w  whose lives of hsrdrhip or struggle have 
been made invisible by convcnuonal historiul n m d v n .  N h n g  the absent dcad clears 3 space for lhc living: " i t  
receives the dead Ihata social chanic has pmduccd. so that UK space open@ by this p q  can be nwkcd, and 5 that 
it will still be possible lo connett what appears wilh what disappears"' [Cmcau, H h r y .  lOl] (Rcekic 54). , . 
. , 
the comdor ... My life has boundaries; I have discovered the exact 
. . .  
amount of earthwhich1 need; death.wil1 return me at the exact moment 
. . . . 
'to my own door; my share.k smalland deep ... My life'is accompliihed 
. . 
i? this snialltown; almost in this onestreet in this house where I live as 
a hermit. (SGB 10-12) 
. . 
The novel refines the positionof adjacency reached by Thora Pattern in The 
Edge of the Alphabet, in that it makes explicit the fact that Vera's adjacency is 
. . 
attained by a recognition that available language exerts its control through its 
structuring of individual subjectivity. Challenges and subversions inu~t  ake 
. ~ 
. . 
place in this realm, which is figured inSc'ented Gardens for'rheBlind as one' 
. . .  
where competing . . impulses - the.resistake of the young girl,ihe rigidity of 
. . 
the manrstandard - are observed within the container of wfitingsubjectivity. 
In this sense Scented Gardens gathers sensations andobservations thatwill go 
. . 
towards'the formation of Frame's concept of writing subjectivity as 
. . 
hypotenuse, treated earlier in a discussion of Deleuze and Guattari's 
formulations of ideas relating to creative . thought. ,, The novel begins an 
exploration of what Kaiin ~anisoncal ls  Frame's 'psychogeornetry', more 
fully articdited in the.later novel Living in the Maiiiototo as a systemof 
'triangular relaiionships.in which characters,ideas and settings aredefined in 
. . .  
teims'qf sineandcdsirie, "oppoSite.ind adjacent"' ( ~ a n s s o n  68); gathered 
together . . in-the 'Hypotenuse lbnging' (LM.45) of con~ciousness. 
Scented ~ a r d e n s  fo,; the Blind is an examination of the conditions for carrying 
. . 
out the 'internal' subjective challenges that will lead to a &covery of . ' 
becoming through finding adequate language. Vera Glace lives alone . .  with . her 
daughter Erlene;'who has lostthe power of speech. f i e  narrative's major ' .  
concern for host  of thenovel is with finding a way to let Erlene speak'again. 
. . . . .. . 
Firit Vera on her own tries:to encourage Erlene, then'enlists the . helpof . .  . the 
psychiatrist Dr Clapper, ljefore calling on her.husband,'~dw&d~lace, 
. . 
Erlene's father,who hasleft New Zealand for Europe to cany out. 
genealogical research. Withthe bleak humour often found in Frame's work,' 
. .  . 
the three cap be read as a'punning literalisation of intrasubjective 'relations' in 
the writing consciousness she explores. Vera says: . . 
. . 
. . 
as part of my solitary way of life1 ... have a silent daughter and the 
: -memory of a husband who keeps people, like hens or pig5,in an' . 
. . 
enclosure bf Time..:. he feeds ind fattens their'histories. (SGB 156) 
. . 
. . .  . 
. . 
. . 
. . 
writing kqnsciousness must hold in tension; in one bodyhouse, connection - 
' 
. . 
with both the silenced dead and with the sthdardising control of language.' 
This consciousness must feel the world around it in ways that are not 
customary. Vera figures the experience of kiting subjectiviiy (as a composite 
actionofsensing, observing and fabulating) in terms of a choice, motivated by 
. . . .  . .  
what can be described as 'the Hypotenuse longing', to remain connected with 
her daughter Erlene and with the condition of being silenced, while f&ingher , . 
way towards becoming as anotherkind of speech, a 'new language'. The , . . 
image she chooses for this experience is that of a displacement of the senses.. 
. . 
-blindness. It is  as if finding a line offlight involves the necessitj of 
moving away from the ordering constructions that are possible when vision is 
privileged over all else: 
. . 
I deprived myself ... I ... was blind. I w& threatened by the dreadful . . 
mass neighbourhood of objects which acquire a power of mobility as 
. , 
soon as one loses one's sight, as if it were only the fact of being seen 
which keeps them in their place (SGB 15) 
I was surrounded by shadows and presences ... [a] terrible flowing and 
surrounding ... How I wished that the map of my room were in 
numbered segments which would stay pinned and numbered. (SGB 17) 
Scented Gardens for the Blind recognises disorientation as one of the 
conditions of reaching the altered subjectivity of reclaimed becoming, and 
enacts this disorientation in the book's structureas well as in the trope of 
blindness, turning the narrative i'n on itself when it is revealed that Vera is an 
inmate of an asylum, has 'no family ... has never been married ... [and] has 
been without speech for thirty years' (SGB 247). Disorientation, sight turned 
inwards, refusal of 'a cancerous growth of vision, measuring everything by its 
ability to show or be shown' (Certeau, Practice, xxi). In order to listen for the 
. . 
. . 
speech that is to'come, to hear its patterns, it is necessary to displace. 'our 
pattern-crazy sight' (SGB 15). This recognition adds anothei 'part' to'the 
assemblage . . of enunciation.. WhereThe Edge of the Alphabet reaches an , . ~ 
understanding of writing subjectivity as being characterised by its position of 
marginality/adjacency with regard to available language, Scented ~ a r d e &  for 
. . . . 
the Blind begins to elaborate the conditions . . of marginalexistence. ' 
Withinthe . . .  'flowing and surrounding' of VeraTs blindness; it . . .  becomes . evident 
. . 
that the structuring . .  . forces of language . . move towards their own dissolution just 
as the 'dead move towards speech:. when Edward learns that Erlene h a s  ' , . . 
, . 
. . 
become~completely . . .  . . silent, his. feeling for her changes frgm indifference to 
longing - 'We depend on Erlene; Edwardthought.'.We deperid so mlich upon 
. . . . 
her to speak for us' (SGB 202) -even though'what he.expects from her is ' ' 
'new articulate speech' ( ~ ~ ~ ' 2 0 2 )  that will make sense of a world he 
. . 
experiences as capable only of 'nonsense' and 'babble'. He welcomes the 
possibility that Erlene's silence results from , ' . . 
- the deep bum of words which destroy . all . power to create, the time of. 
first-degree language so articulate that thevision of it.results in physical 
blindness, and thosewho have spoken one wordof it are . . struckdui&b . . 
. . .  . . . .  
atid forbidden ever to speak again- ... Whd knowsthit ~ r l e n e  has not 
strayed into the future ... where few hum?; beings have'sufiived the 
tyrannical practices of herd ing  words(SGB 118) . '. .. 
. . 
Erlene, for her part, longs for the materiali~in~ power of language, its self: 
. . 
, . 
generaiing capacity to provide a form for experience: . . 
.. , 
. . 
. . 
wofds iin a language, nouns, v&bs,'adverbs, sentences clipped like 
hedges and lawns . into . . .  strange . .  shapes that . . surprise you in the gark. 
Sentences with the growth cut back; or like bildbpsh wherethere's a 
. .  . . . . 
struggle among the plants to get first tothe sun. .words which climb 
other words and feed upon them or blossom on them, like clematis. Dim 
. . .  
green sentences with yellow.shadows. Sentences like greenhouses 
where the words wither at the first entry of a wind from the snow, but 
the flowers inside, pampered, never exposed to the weather, are exotic 
wonderful colours. (SGB 180) 
Vera, as a representative of writing consciousness, embodies a kind of wave- 
and-particle theory of language. Her subjectivity encompasses both Edward 
for whom words are pure energy, and Erlene for whom words are matter. The 
speech she hopes for will be an expression of both possibilities: 
Erlene,and all others who are mute,must learn to speak, not mere 
animal'cries; demandsfor food, warmth, love, nor human pleas for 
forgiveness salvation peace'of mind, butthespeech whicharranges . . the 
dance and pattern of the most complicated ideas arid'feelingsof min in 
relation to truth; truth; it; the center; the cir'cus, the crack of the whip, 
the feeding , . time ... of the spirit; then the great striped tigers leaping 
unharmed through thefire. It is something to hope  for.'(^^^ 153) 
New . . speech . . .  is to be a creative organisation of experience. This understanding 
sets upa  conversation with . .  De1euze'~'discussion . in The Fold regirding the 
relation between .'"Gation G d  point . ofview'.. ~ in Baroque subjectivity; where 
. pers'pectivism amounts to a ielativism, but not the ielativism we take for 
granted; It is not a variation of truth according to the subject, but . . the : 
' ' 
condition in which the truth of a variation appearsto a subject ... 
perspectivism 2s i truth.of relativity (and not a relativity . . i f  what is true) 
... point of view is a power of arranging cases, a condition for the 
. . . . 
manifestation of reality. (Deleuze, TheFold, 20-2 1) . . 
. . 
. . 
. .  . 
. . 
Deleuze's description of 'a truth pf reliti"ityy'in the minifold woF1dof . the . 
Baroque offers a way to approach Frame's qngoing preocc~pationth~~ughout . . 
the ioveli k i th  point of view as organiiing . . pr in~ ip le , ' suhm~sed  by the 
.: 
epigraph to The Carpathians in which 'J.H.B.' articulates a sense that 
. . 
characters in 'his' novel 'equate ... being with point of view'. To write is to 
. . 
'learn to speak' adequatelyfrom a moveable centre. With this in mind, it is 
possible to understand that Vera does in fact speak some first words, with the 
. . .  
break-upof the worldin atomic..war,:of a language appropriate to post-nuclear . .  . .  
. . humanity: 
. . 
. . .  . 
. whenDr Clapper returned ..:just one week after the itom bomb hid 
, . 
1 been dropped..; and the worldwas still numb'ivith fear, tastingpeople 
. . 
ash :.. hesaw ... VeraGlace sitting on a chair after thirty years, looking 
human, and speaking the language of humanity. 
., ' 
Dr Clapper frowned. It seemedunintelligible; buthe moved nearer to 
catch thenew 1anguage:He heaid it clearly. "Ug-g-Ug. 0hhh 0hh.g. ; 
. Ugg." 
Out of ancient rock and marshland; out of ice and stone (SGB 251-52) 
Not the cries of an animal, these sounds are perhaps the onli 'possi'ble hum* 
response to such a war. They are a refusal of silence, and.a reiteiation of the 
principle of . . motivation - in this case horror, 'the'huinan sound, Ug and Oh 
(with fear)' (EA 91) - as a source of linguistic production. Bdth 'first degree 
language' in their destruction of formulaic response, and 'strange shapes df .' 
. . 
growth' that might come out of the 'ancient rock and marshland, iceand 
. . . . 
stone' of humandeSol$tion. The agency .. . achievid'in this novel of '&litionsl is 
. . 
the realisationthat within the practice of a writing,subjectivity, theforces of 
. . 
dispossess6dand silenced imagination on the one h q d ,  and the ossified 
' 
, .  
, . 
structures:of available language onthe other, caninfluenc'eeach other. 
. . 
, . 
Two years la tey ,~he Adaptable Man (1965) marks a further refinement and 
experiment in the enclosed conditions of writing subjectivity, or what the 
. . .  
novel describes as practicis in 'thecaldron world of the witch-novelist' (AM .. 
3). The narratil.5, set in the . .  English . fenrcountry,descnbes . .. apeii6d in . the'li'fe . .  
ofvariousinhabitants of the towiiof Little . .  . Burgelstatham, ceniring its :. ' , 
attention on the Maude family. Playing with the'conventions of realism, . . it sets 
itself up as a piece of detective fiction, opening with the murder of a seasonal 
. . 
. . 
labourer arriving'from Italy to work on a localfaim for the summer. It plays, 
. . 
too, with the conventions of family romance, establishing in this yay its 
connection with the previous novel, revisiting the family as site of the young 
girl's dispossession. As mentioned in Chapter One's discussion of Frame's 
figuration ofwriting subjeciivity,'The Adaptable Man,tellsthe story ofthe 
clergyman Aisley'S Maude's visit to thecount j to stay with his brother. 
. . 
Russell and sister-in-law Greta whi!e he recovers from iuberculosis. It also 
. . 
. .. 
. .  . 
. . 
relatesthe storyof Russell'.and Greta's son Alwyn Maude's return home for 
the university holidays with his'girlfriend, as well exploring the familyls 
. . 
relations with various members of the Little Burgelstatham community. 
Having established in scented Gardens for the ~lind' that  a challenge to 
available language must becanied out within the'self7as:a.iylum, the writer as 
central character retreats in The AdaptableMan: She appexs;rather, 
alongside her constructions &.a narrative voice offering introductory . . .. 
comments and interpo1ations:Which combination df ingredients, the voice 
wonders,,what application' of 'firstdegree language' to the 'ancient rock and 
, 
marshland' of available language will 'bring fo,rth a prophecy' (AM 3)? This 
movement is part of a pattem in which each novel adds to the assemblage of 
enunciation by elaborating some understanding gained previously: Owls Do 
Cry offers sensations of subjective confinement within available language 
experienced as imposed from outside; Faces in the Water focuses on the 
experience of subjective resistance to this confinement and identifies 
observation as one of its primary weapons; The Edge of the Alphabet 
explicitly introduces the observer-as-agent, able to follow observation with a 
move into language, articulating subjective states of affairs;-Scented Gardens . 
for the Blind strengthens and refines this agency in that it identifies individual 
subjectivity as the arena of linguistic confinement. The move made by The 
Adaptable Man further refines observation of conditions under which agency. 
. .  . 
in language might be achieved within the 'basin1.(AM,3) of indiiidual .
. 
subjectivity. Like a new round of a spiral begun in Owls DoCry, thisnovel 
offersa vajiety of experiments in approach to availablelanguage, not this'time 
. ;  , 
as an external force, but an internal one. 
. . . .  
. . 
. . 
. .  . 
. . 
. .  . . 
The literature on Frame offers extensive discussion of the significance of 
names in her work as constructed both by etymology and punning, as for 
example in the work of Jeanne Delbaere, Patrick Evans, Karin Hansson, Gina 
Mercer and Judith Dell Panny. With regard to names in The Adaptable . .. .. Man, . . 
. . 
Pinny especially provides an interesting connection-between Maude,the 
. . ,  . . 
family nameof the central . .  . characters, and its evocation of 'the~e&&n der 
Mbrd meaningUmurder" and the French la mort meaning "death"' . . .  (Panny. 
74). She points out, with reference tothedentist-patriarch of the family 
Russell Maude, that 'among New Zealand children of Janet ~ra&e's ; 
generation [and much later - the usage was still current in the 1960sl'the 
school dental clinic was popularly known as "the murder house'!' (panny 74). 
. . .  
. , 
She does not, however, take her reading a step fiirther to c 'oment  on the way 
in which the charact'er of Russell Maude isidentifie'd.with the instrument of 
his chosen irch@sm:so that in our firstglimpse of him at work, 'he 
. . .  . . 
.. 
away on his National Health k6rtar1 ( ~ ~ ' 1 2 ) . ' T h e  . . family o f  
' . : 
. . ,  
Maude/mort/mort,ar, then, is another basin . . inwhich th'e death . and . '. 
reconstitution 6f language can take place. The ~daptbble  Man elaborates the 
idea of disorientated - mixed or ground up - subjectivity as altered ' . 
identification and orientation in time and place. The klemints of orientation 
are pounded into indeterminacy in order to bring about an altered connection 
with available language, following a procedure compirable to that observed 
. . . :  . . 
byIstina Mavet in Faces in the Water in which languageis reduced to sounds 
. . 
. . 
in order to make 'new music' possible. The novel offers a variety of 
subjective products of this process of trituration. . . 
. . ,  , . . 
.. . . 
. .  . : .  
. . 
Movement producing new subjective responses to the strictures of available 
language has come about as a result of adding increasingly refined observing 
and fabulating 'parts' to the assemblage ofenunciation that is Frame's writing 
practice - it could be described as a move from observed sensations to 
. . 
orgatiised obseriatidns. This directionin practice issignallid in The 
, . 
Adopiable Mqn via the presence of . . the writer-characterunity ~ o r e h a n i  She is 
presentedasa journalist who follows her editor's instructions -performing 
. . 
the subjective function of observer rather than fabulist hf. 'c6uitry stuff, not 
too much sweetness, not too much tooth and claw; mix the dead toads. . . .. 
discreetly with the crushed lilac' (AM 45). Her voice is similar in tone to that 
of the nairator, although Unity does not appear by name until Chapter Seven 
and very infrequently after that. She does not appear in the Prologue's 
introductory list of characters. To underline the fact that her 'journalistic 
. . 
observations' are of internal rather'than anexternal states (and to build inone 
of many jokes that foregroundthis novel's pse"do:conventionality), Unity 
Foreman is Shown to bewriting about 'The Charming Village of Little 
Burgelstatham' (AM45) from 'a flat ... near a bus-stop 1. [among] the 
Piccadilly crowds at rush-hour' (AM 46). . . 
. . 
. . 
The objects of writing-observation in The AdaptableMan are varietiesof 
. . . . 
intemal response td the problem of confinement within available language, 
drawing oninsights gained in the previous novel. Vera Glace in Scented 
Gardens for the Blind identifies 'disorientation as a necessiuy precondition for 
finding lines df flight, moving towards altered subjective possibilities. Vera- 
chooses blindnessas a figure for her perception that, in order to find 
adjacency,'it is necessary to move awai from an obsession with 'pattern-crazy 
sight' (SGB 15). Once 'blind' to stand& subjectivity, she is free to 
. .. 
'experiment internally, and'one of her experiments takes place through the 
character of her 'husband' Edward. His decision to 't"m to' (SGB 27) the past 
through identification with the String family marks the beginning of a long ' 
. . 
process in Frame's work as an author by which She enacts observation and 
incorporation of imaginative identification into her writing practice as B .  
means of gaining subjective agency. . . 
.. . 
. . 
Earlier in this chapter I treated characters as experiments in differing sets of 
subjective relations with the present and with geographical location: Aisley 
Maude has 'returned to the Anglo-Saxon world of East Anglia, of 
Northumbria' (AM 77); his brother Russell yearns for 'the past' (AM 84) in a 
less specific way, while Russell's wife Greta is 'determinedly "modern"' (AM 
85) as is their son, Alwyn. The farmer Vic Baldry has 'chosen' A u h l i a .  In 
Scented Gardensfor the Blind, Framerecognises that writing subjectivity 
operates a s8  site of becoming by containing gdmagipulating, through a 
writing practice, both the Subject of theftof becoming, ind representatives of 
the mechanisms that enforce theft. TheAdaptable Man articulates a 
recognition, begun through the character of Edward Glace in scented Gardens 
. . 
for the Blind, that taking up any position relative to available language, 
whether a.i victim or enforcer, involves an aci of imaginative identikcation. 
. . . . . . 
Just asowls Do Cj'offerssensations . . and begins to develop $n ob;se&r- 
. .  . 
capacity- through.the character Of Daphne, so in this round of thought . and . 
. . 
practice; The Adaptable Man offers observations of subjective processes by 
which agency is attempted, and begins to develop a fabulating capacity with 
regard to those observations. The narrator, commenting in Chapter Twelve.on 
characters' various attempts at subjective adjustment, observes that all 
imaginative movement intime and place leads to' an increase, rather than a 
decrease in complexity: Attempting to modify. the constraints of'ivailable 
language, . . each character . . 
. . 
. : 
. . 
. .. 
has adapted the quiet rural scene to his own hue time and nature ... 
whittled away the world, the people, the l h d ,  the time, and because 
simplicity itself must have'an end, he has anivedat himself ... The Self 
remains: a complex doodle or pattern ... (AM 77-78) 
An image of alternative subjectivity - becoming - as a dynamic state 
charicterised by a pagicular mode ofcomplexity begins to emerge. The 
. . 
. . 
observer-narrator Of The Adaptable Man does not figure this subjectivity as 
. . ,  
the mere existence side by side of multiple temporalities and locations. 
Transformation occurs as a result of the conditions of their interaction, the 
shorting-out that occurs across folds determined by a deliberate use of 
imagination-as-memory, memory-as-imagination; held within the 'cauldron' 
of novelistic . . subjectivity. The novel's final pages observe this shorting out as 
. . 
. .. 
the violentappearance of a kindof light: Frame's grim humour gives us the 
imageof a falling.chandelier (like something from a bad detective novel)^ lit 
. .  . 
for the first'time to'celebrate the rirrival of electricitjr in the village, that kills 
four of the main characters and-leaves another unable to move or cbnnect with 
~ . .  
. .  . 
. .  . 
. . 
' Jeiry Aline Flieger argues in a passage lhat is funny in itself in this context. that. ' ~ o r ~ c l e u u .  the spark of wit' 
residudot in iigidity but in movement. "differential partial solutions" that do not enfakc conformity but more often 
subvert it: 'The fin1 way of overturning law is ironic ... rhe ssond is humour, which is an art of consequences and 
descents, of surpnsioniand falls" [I?cleuu. Repfirion. 51 ... freeing me "point" fmm linearity. "with the aim of 
maLing it snap. of sending a uemor thmugli it"' [Dcleuu and Guattari; Plnfeous. 2951 (Flieger 57-58). . . 
the world .. . except through reflections in a mirror. She figures a way of seeing 
that ~ condenses . . ... choices - for'archaism, mbdernity,the future, some other 
~. 
. .  . 
place - into the necessity of a'mirror'world of . . re-presentation. ~ e c o h i n ~  is a 
. . 
process'of fabulation, in which self-transfoimation occurs through . aproceis .. 
. . 
. . 
thatintertwines sensation and . . obseivation organises,them as n a ~ t i v e :  ... 
. . 
Vic Baldry's view of the world was as perfect and smooth as any view 
would ever be, although there was a star-shaped crack ... everyone who 
walked in the road outside the White House (beyond the roses) had turns 
at occupying the break in the mirror: spattered, splintered, starred with 
opaque glass. (AM 276) 
Having reachedan'understanding of this possibility of becoming-through- 
fabulation, A State of Siege (1966) movesto make explicit an understanding. 
that such attempts at 'arriving at a self in this way are by definition creative 
endeavours. Malfred Signal is introduced as a painter who wants to learn a 
practice of her art 'set against the measuring standards not of the eye but of 
the "room two inches behind the eyes?' (SS 8), and who hopes to achieve this 
. . .  
by. retiring to a 'longed-for separate life'(SS 4) on the island of~kemoana ,  a
. . 
. . . .  
move which acts as. a composite . of temporal . .  and geographical -identifications 
, . 
made by characters inThe Adaptable ManiThe narrative voice offersa : 
. . 
subjective container (the figure of the island replaces the 
. . 
cauldron/basin/mqrtar of TheAdaprable MU;), within Which is observed a 
search for alternative subjectivity, or a challenge to available language - 
Malfted's quest for a 'New View' . . .  (SS 17). Malfred is observed on hk island, 
a figure of writing subjectivity contained within the 'island' of the book. A 
Sfate of Siege observes and describes'what deteimines theturns and ', 
. . 
patternings df the 'complex doodle' figured in The . ~da~tab1.e  . .  Man as 
resulting from taking up achallenge to'choose otherwise'. It also marks the 
inception of anattempt to include the realm of volition in the choice, . rather . 
than presenting it as.something merely fated by a quirk o'f character,sickness, 
. . 
or Socia! marginality as in earlier novels. All share the pqtential for change, A 
State of Siege suggests: 
since the mind was realised to be a Christmas stocking of that stretch 
material, Imagination, that found itself laden 'with gifts - the samegifts 
it hadalwjys knd%," but increased in'size,accommodated by the stretch 
material . that . had.one limitation only -itwas hound to fit, to follow . the . 
size'of what lay within it; if it were acceptedfor a lifetime as afinite 
material, then nothing could be done.  here had to be, from within the ' 
parcel, the collection of parcels; a sudden pressure, by calculation or 
chance, that showed the marvels and of the enclosing , , 
. . 
material. (SS 59) 
'~alculated pressure'. is the province of art, taking the form, in this case, of 
Malfred's search for a new'view:Turning away from all she has known; she . . . 
. ~ .  
engages in a movement that summons whai it excludes.Determinednot to be 
subject any longer to her family, to'her life astiteacher, to the things she.. 
, 
taught andbelieved, she is subject to 'besieging"(SS 146)'and 'haunting' (SS 
192) by these things. . Turning . away is also . . .  a . turning towards that operates so 
powerfully it summons the experience of a living presence battering at the . , 
door of her house, , . Standing in for 'Anyone frop:Anywherel (SS 59) in 
Malfred's life. What the observer-storyteller describes in Malfred's 'state of 
. . 
Siege'withregaid to her past and heiplace'isthe . . literal-in-volvement . . . .  of . . ~  '. . 
memory and imagination. The presentation of ~ a l f r e d ' s  f a d y  &'the primary 
'besieging' force can be read, as in the caseof the othernovels, as figuring the 
site and conditions of @e theft of the young girl's possibility of becoming, as 
well as representing a variety of 'related' subjective positions, ~ a l f r e d ' s '  
arrival at a new:view under these circumstances is so complete that it is 
figured as a death that occurs when a stone thrown by 'Anyone' breaks 
through into her house. This death is one that contains hititi of reskection - 
. . 
Malfred's body i s  discovered 'three mornings later', with 'the stone held fast7.- 
. . 
(SS 199) in her hand. . .  . 
. . 
. . 
The image that emerges in Malfred's first of her new . view . is 
experienced by her as an invasion comparable to, and paralleled by, that of the 
presence that begins to storm and pound at her walls the same evening. She 
feels compelled to deny what she sees in the painting: 'There are no people in' 
my painting ... no one could make out ... the arm of someone being drawn 
under by the wavek.'.(SS:47). The'human world returns to her, or rather, she is 
unable to leave . .  it. .. As . . .  M*Delrez points out, thepainting's title, 'My Last 
. .. 
Days in Matuatingi'., 'goes someway towirds suggesting that she never even 
left. her home town' (Delrez, Ring:of . . Fire, 132). The novel belongs in the 
. . 
tiadition of Frame's earlier explorations of subjectivity temporal and 
geographic location of the de/re/construction of a self in language. 
In A State of Siege, w.ritingsubjectivity is present in the form of in  omniscient 
narrator demonstrating her function as'pure' storyteller - no longer a 
character in the book's world,.slie is'that world - fabulating an:attempted 
line of flight: While Malfred Signal is presentdas a figure of creative 
endeavour, she is deliberately not. presented as a writer. In this sense, A State 
. . 
of Siege is the first.place in. Frame's bodyof work where a 'collective 
assemblage of enunciation' begins to operate withregard to conceptualising, 
by figuring, how lines of flight can be created. Sensation and observation as 
practiced in the first four novels, and the beginning of fabulation signalled in 
The'Adaptable Man by the partial withdrawal of the observer-figure are 
completed'and brought into play in this sixthnovel. We are offered sensations 
of confinement within a siandard 'view' ahd observations of moments of 
subjective challenge to that view, organised inthe context of a story'of self- 
conscious s+h for changed subjective conditions. The narrative 
demonstrates the possibility of change-and the extremity of estrangement the 
experience brings. 
. . . . 
. . 
Having assembled a machine for thecreation and enunciation of writing 
subjectivity from components of sensation, observation, fabulation, Frame 
observes the machine at work. A State of Siege describes entry into'altered 
subjectivity'in terms of a single tra&.formative deathlike.e'ndiig . . of a f o h e r  
. . . . 
'familial' way of resulting from 'a sudden pressure', andit hints at a '  
... 
resurrection. Assuming that resurrectiondoes occur, what is life like . . 
.. . 
afterwards?How does one live with the ongoing effects of the folding, the, 
stretching of subjectivity that F r h e  describes? How d&s one . sustain . .  a state 
. . 
of becoming in order to pass through the mirror andsurvive? Yellow Flowers 
. . 
in the Antipodean Room (1968), published in New Zealand as The Rainbirds, 
. . . . 
begins another round of creative thought - this time regarding the s;bjkctive 
. . .  . . 
. . 
expiriencefor artists of living their h s f h e d  subjectivities. .. ~a"i&g . .  
. . 
isolated and intkojectedthe system of available language as.a force operating 
~. 
within . individual . .  subjectivityin order to gain agency there, Frame begins to 
. . 
. . 
build another machine that reestablishes connections between a writing 
subjectivity whose conditions and existence she has posited, and the worldin 
. . . . 
. . 
which it exis&'- a world that continues to include the writer's own . . . , 
intemalised 'standard' responses. '. 
. . 
. . 
Experiences described in this novel are not the sensations resulting from an 
inv6luntary.challenge to available language perckived a s  anexternal fbice,' 
. . . .  
such as those made by Daphne Withers of Owls510 Cry oiIstina Mavet o f '  
. . 
Faces in the Water, nor are they observationsof ways through to agencyas in 
the two novels that follow. Rather, having established available language as 
an internalised controlling force within individual subjectiviiy, and having 
. . 
begun to exercise agency via the creation of works such as The Adaptable 
Man and A State of Siege that function as externalised minds, 'cauldrons' 'of 
creativesubjectivity, in Yellow F l o ~ i r s ,  Frame writes another novel thatcan 
b i  read.= figuring a container of this sort,'a'basin' to hold expeflences that 
follow transformation. Like Malfred Signal of A-Stat<of Siege, ~ o d f r e y  , . . 
Rainbird, character inanother 'family' . . story, 'not a convicted criminal,not 
. . 
suffering from physical or mental illness' (YF 3) changes geographical place . . 
as an act of will, switching hemispheres to make 'a new start in life' (YF 4): 
But rather than devoting itself to the conditions under which a 'new start' can 
be made as A State of Siege does, Yellow Flowers moves through Godfrey's 
arrival in New Zealand, his marriage and the birth of his children in the space 
of the first fifteen pages. On page seventeen he is described as being involved 
one night in an accident, 'shuck down by a car' and believed by those around 
him to have been 'killed instantly'. He is taken to the hospital, pronounced 
dead, spends the next day and night in the momary, and on the third day 
regains consciousness. At the beginning of the novel, in other words, he 
anives at the place where A State of Siege ended. In this case, however, family 
is figured not only as the site of originary theft of becoming, but of its 
ongoing contestation within writing subjectivity and writing practice. 
. . 
. ~ .. 
As ValerieSutherland comments in an essay.on Scented Gardep for the 
I 
Blind, 'muchof the . . writing of Janet Fraine has been characterized as 
metafictiorial' (Sutherland;~Commonwealth Review, 121). The work's status as 
metafiction was recognised very early, as for example by a number of the 
contributors to Jeanne Delbaere-Garant's 1978 collection of essays on 
Frame's work, Bird, Hawk, Bogie. Given such arecognition of this aspect of 
. . 
her work, it is surprising how. much of the literature comments on Frame's 
. .  : .  . . .  
awareness of the limitationsof New Zealand society . 
. and the struggles 
experiinced by. a writer attembting to negotiate B place for herself . . there, b d  
. . 
leaves it at that. Itis a short flight (as the stone flies) from this'position to 6ke 
. . .  
that acknowledges that Frame's attention to the social machinations in which. 
her writers are embroiled has the effect of figuring internalised tension and 
. . 
ambivalence. 
Repding Yellow Flowers in ail . . its aspects as a representation . . .  of writing 
subjectivity, . . Godfrey RGribird's experiences, even thoughheis not presented 
as an artist; can be understddd as the sensationsof one such.as Malfred signal 
of A State of Siege . . who breaks throdgh, falls throllgh inti5 altered s"bj+tiviti. 
The book acts asa  gestalt figuring both awriter's own intenialised resistances . 
. 
and responses ofwelcome to tireakthrough, ani those of the worldaround .. . . .. 
thdm- bqth the longing for things to be 'the same as before' ind the 
fascination with new possibilities Malfred Signal describes the cycle of 
'cqmplaint! in A stare of Siege - !I want . . ,  to know, I know, I want not to know! 
. . (SS 39). and Godfrey experiences the same ambivalence: 
He felt that his life, formerly a wide stre& fldying placidly through . . .  a
pleasrintly.dull landscape ... had become without-warning a torrent that 
drocped suddenly into a small dark hole in the earth; withthe only 
evidence of its continuing life seen in the unhealthy patches of red 
. . 
swamp that appeared, like a rash of skin disease, upon theearth above. 
. . 
. . 
Yet . in . the right season was not such swampland covered with blue flag 
. ..,. .. 
lilies that people stop to admire . . and pick and carry awajl? (YF 101) 
.. . 
. . 
. . 
. . 
. .  . 
Frame describes the:shock ~ d d i s c o m f o h r e ,  the 'turmoil and inconvenience' 
(YF 72) of change - neitherinternalised nor extemal structures and systems 
disappeai withthe transformative event. An experience of death and' . . . ' 
resurrection does not bring stability but a need for repeatednegotiation of 
internal dynamics and external relations - altered $ubjectivity is shown to be 
. . 
above all a process gf charige in itself, as implied by ~e leu ie . and  . . ~"?ttari  in 
theirchoice of thegerund, becoming; to describe their understanding.Each 
. . 
line of flight is a movement into temtory that imposes i t~ownnecess i t~ for  . 
. .  
escape. After his awakening,Godfrey finds himself involved in 'an irduous 
exercise i" an extremefoqn of adaptability' (YF 56) as he struggl'es to. ' . .  
accommodate what has happened to him. He cannot work in the' same yay he 
did before his 'death' and loses his job;'neither can he connect with his family 
in the same way. He brings change to his world, a contagion of necessity, so 
that the death-transformation begins to extend beyond him to involve his wife 
as well. Change demands more change - the machine runs on. 
Intensive Care (1970) continues to elaborate an understanding of the 
.. , .. 
interactionbetweenwriting . . subjectivity- the impulse to move - and the 
. . 
world (internaland external) around it. In The Adapfable   an the 'witch- 
novelist' has identified . . 1ines:of flight asimaginative 'shortings-out' as 1 have 
described them, across chosen imaginatively-constructed folds that bring 
desired~ubjectiv~ qualities of time and place into contact with the present, 
. .  , 
and in A State of Siege she has constructed the moment of shorting-out. In 
. . 
Yellow Flowers:she projects experience beyond the transformative event to 
discover altered subjectivity as process rather than steady state; and one'which . .  . 
geneiates further trarisformatioli as it iltefssubjective conditions'&ound it. 
Growing in confidence, then; in IntehsiveCare, the novel that follows ~el'low 
Flowers, she experiments with temporal sh0itirigs~out.of.a different kind from 
. . 
earlier ones, creating a direct challenge to standard Subjectivity, standard 
language. Instead of using imaginative folds to remove herself directly from 
confinement by identification with an 'elsewhere', the character Naomi 
Livingstone in Intensive Care precipitates change by bringing the folds of 
. . 
(already-transformed) writing subjectivity into contact with sitesof theftof 
becoming - a sort of retro-active folding -and projecting these sites 
. . 
through thepresent and into the future. 
, 
. . 
Intensive Care is part cautionary tale, part manifesto. The first two sections, 
dealing with three generatiofis in the life of the Livingstone family, createi 
gestalt that reaches into the past to offera diachron'ic experience of the 
formation of writing subjectivity as a consequence of the constraints of 
- available language: a family romance of creative thought.Tom ~ivingstone, 
victim of war and tyrant to his family, is the 'first dad'(1C 13) of the nairative 
voice. His' daughter Naomi marks a retum of the young girl as observer- ' . 
. . 
narrator, watching the writing machine at work in the world in the new round 
of thought the novel represents. Sheisconstructed as bedridden, mortally ill, 
lying where 'life is  lived half in a dream, identifying pain and relief from 
. . 
embroidering both in a tapestry of h& and despair on a frame of memory' 
(IC 541, and thus figures both the folding of subjective process and the 
. . ongoing pattern of death-in-life . . already identified in previous novels. Naonii 
. . 
. . is aware of herself as subject of theft; as being in search of reconstruction, and 
. . 
she is awate of her own resistance to 'restoration': 
. . 
I had a dream that the doctor came to restore all those of my body 
that had been taken from me, that instead of the usual search aid destroy 
operation of Wir he performed a healing restorative operation, recovery, 
. . 
but before he returned my body to me he arranged the parts for my . ; 
inspection: raw, dead, ugly objects to be'flushed away, I thought, with 
the lid shut. . 
' 
. "Here's your me,'' he said ... 
"It's easier," heskd, "if I treat you as a flower and name the ' '  
returned parts of youaspetal, stalk, andso on." 
... I think I refused to accept my "me" because it was a stranger in its 
separate becoming; it was raw, dead, ugly - cat's meat. (IC 54) 
This sequence can be read as a summation of the 'operation' of the language- 
machine - it performs both 'search and destroy' and 'healing restorative' 
functions, and it does so at the level of taxonomy -'parts of [the] body' . . 
. . 
become their linguistic ascriptions>~raw,'dead, ugly'; 'flower parts ... petal, 
. . 
stalk'. The youngself of memory, of treasure-experience, must be recovered 
in order to:change the desuuctive naming that turns the worldinto 'cat's 
meat'. In Intensive Care, this i l f  is figured by Ciss Eveiest, first love of Tom 
Livingstone, who represents, for the tyrant' and enforcer Tom has . become, . the 
only possibility of restorative change. As Naomi tellsTom, '[Ciss is] your 
only witness toyourself at eighteen, the only witness to you in love' (IC55). 
In Naomi's 'cat's m e a t ' d r e ~ ;  'Ciss.appeared andclaimed what I had thrown 
away, seeing in it a becoming that was valuable to her!"(lC 55). Only 'the 
witnessto a self inlove can approach the becoming-self asother than 
. . . . 
monstrous; 'a stranger'. 
Having identified the young girl as existing at the furthest human distance 
from the man-standard, any further change is figured as a move into what is 
non-human. The experience of becoming as a move towards the animal is 
reiterated elsewhere in the novel. As the character Milly Galbraith, 'poor girl' 
of the book's final section demonstrates, becoming other, after passing 
through the young girl, moves towards what Deleuze and Guattari describe as 
'becoming-animal': 'becoming-woman is the first quantum ... with the 
becomings-animal that link up with it coming next' (Deleuze a i ~ d  Guattiri, 
. . 
. Platead, 279). Colin Monk, responsible for enforcement of the Hum'an . . . . .  
Delineation Act, when he meets Milly, describes his 'wild notion that here' 
was a creature emerged like rabbit or hedgehog or elf to exist ... with plant 
and animals' (IC 223). .The whole of the finalsection is'organised around 
. . .  . . 
. . 
Deciding Day, when the forces bf the manlstandard kill'classify as animal all 
those whofall outside the standaid . . in any . . way. 
. . .  . . 
Intensive Cafe is both a repditionof thewarning given in Yellow Flowers 
regarding the costof maintaining an orientation toward lines of flight and a 
descriptiqn of the collecti,ve role, the mission even, of such an'orientation. In 
. .  . 
this round of thought, the chorus-like voice of Naoini, while it echoes the 
voice of Daphne in Owls Do Cry, is also different from Daphne's in that it has 
. . 
self-awareness: Naot%j's personal 'tapestry' . . of.memory i d  . . 
. . 
embroidery/imagination that identifies the causes of pain . . and the means of 
. . 
relief frompainis contex~alised in the novel'sfinal . . .  section in a way that 
further differentiates it from'Owls do Cry: Here Framecreates a vision' . . of the 
. . 
' .  . , 
. . 
future bequeathed by the Livingstones - for whom Naomi idelitifies tyranny 
as the pattern - to the place . . .  where they lived. As the novel's 
implied observer-narrator, Naomi withdraws again in this section toleave 
only the container of the narrative to speak for her, offering a p~~t -apoc~lypt ic  
. . .  
landscape . .  . where family history has played and'continues to play itself O U ~  in 
society at large. As the writer-character Milly Galbraith (a girl-woman who . .  is .. 
about to have hei life stoleli b~~theregime h r society has inherited) describes 
this playing-out in the 'special spelling' of her journal: 
-. 
when I said I thought the house had fallen apart in a war and the 
Livingstone's had been razed in a war, my father said: no they did it 
themselves,, it was their own country, their own . . family histree pulling its 
. . 
. . 
. .. 
weight. (IC 265) - 
. . 
In such a context, not only individual actions have wide consequences, but the 
. . 
memory, that contains them,.as embodied. by Frame's writing piactice, has a 
. . 
role that extends beyond the personal too. The world of the Galbraiths, 
(inheritors andperpetuatoisof the convention-bound world of L h c e  . . 
Galbraith; Godfrey Rainbird's employer in Yellow Flowers), is in the process 
of organising itself for 'Classification Day' (IC 219) when the entire . . 
population of New Zealand is to be determined to be either human or animal 
, . 
according to a Computer-generated formula. The novel describes this . : 
legislation . as'being . supported by an enomiously insistent Orwellic 
advertising cqpaig+aihed at manipulating . .  . the pebpleinto cooperating . . .  with 
, . 
the directives of the 'Hum& Delineation Act,::'Happyarid Free with H.D.' 
(IC 215). In the face of this deployment of language, the only response, 
Intensive Care suggests, . . is a differently organised use of words, such & Milly 
Galbraith's 'special spelling' that'cy 'make the words show up for what they 
really are' (IC 243). An important move madeby Frame'in thissektion is the 
incorporation, as mentioned earlier, of the first-person voice of Colin Monk, 
. . 
representative of staidard language: While the deathly outcome (via .. 
enforcement of.the Human ~elineition Act) for Milly and otherslike her is 
, . . .  
. . 
unchanged, Colin and his peers are shown to be Subject to 'wild notions' in 
, . 
the face of non-standard subjectivity, and to beambivalent about the . : 
. . 
, . 
. . 
. .  . . 
consequences of their actions, so that they are almost"overcome by the sweet 
smell of the :.. fues of the deadd'(IC.338):This opening into the man-standard, 
. . 
intefialised within the book's subjectivespace, &vides a line of flight into 
. .  . 
the next novel. 
. .. . 
. . 
The folding action of . .  mernory~ima~ination, . Frame suggests, is the source of 
. .. . . 
becoming in language.This is made clear in a passage I have . . already refemid 
to in Chapter One in a discussion of spatiality in the novels, butwillnow 
. . 
quote in full toshow the contrasting figuration of two subjective styles: ,' 
Womenhave so many 'secret pockets and undiscovered ravines, the 
government never dreamed. If protests arise ... they will come from the 
women. The men wear their lives and thoughts like outhouses, big barns 
on their estates that can be burned down.without trace of the harvest; but 
these pleatedfemales with their folds and tucks and creases -some 
part of their live$ will never be cleaned away; it is they whd . . will keep 
the race-memory; flower seedin a crack . . of the world. (IC 217)' 
. . 
. . 
Articulating the theft of the young girl's becoming, Intensive Care observes 
personal necessities of experience that motivate the search for adequate 
. . language, and it observes personal responses of restoration through 
imagination . . and .  memo,^. . These motivations/responses produce particular 
subjective constellations, particular iniaginativefoldings,.and . . in the narrative 
... . . 
of the final section, these . . .  personal subjectivities are'presented .. as . opefating 
within a collective. 
. . .  
The next novel, ~ i u ~ h t e r  Buffalo (1972), makes it plain that the gendered 
. . 
description of subjective stiles offered in Intensive Care is not a simple- 
minded division into differing capacities belonging exclusively to women and 
to men. In an elaboration of the understanding that the constrain5 of available 
. .  . . . . 
language are internalised within individual consciousness, Daughter Buffalo 
offers itselfas-a subjective space within which both styles ofdePloyhent of. 
.. . . 
language - tyrannical . . and freeing - operate.mwriting prahices cinied otit 
by two (male) writer-characters. 
Turnlung and his alter ego Talbot Edelman act as joint witch-novelists stining 
the contents of memory and imagination within the larger 'cauldron' of the 
book so completely that . . time, placeand characters are at once intensely 
. .  . 
realised and impossible . . to pin down. The novel acts as a demonstration in 
lpnguage of the subjective experience undergone by Malfrkd ~ i ~ i ~ d i n  A State 
. .  . . 
of siege, titinging about her transformation-deih Daughter Buffalo initiates' 
. . 
reade~intoadepiction.of writing itself as a piactice of transformative 
disorientation, and it does so by constructing for readers thesensation of that 
. ~ .  
disorientation, constantly displacing 'point of view'sb that no 'standard' . 
position can crystallise. 
In Daughter Buffalo, the figuration of transformation-as-death takes its most 
intenseform. Turnlung explains: 'I'm a writer .:. I want to . investigate . dying 
and death' (DB 20);while Talbot Edelman introduces himself as 'a student . of . ,  
death' (DB 5). What is being explored here, in Frame's senseof explorationas . . 
finding what pattern emerges, is.twomodes of 1.ang"age:use as pioduct&e . . of. 
different kinds of . .  death . - that of Turnlung who understands death as a mode 
. .  . 
of becoming, of finding lines of flight, ahd that of Ede lmp who uses his 
, . .. . 
'studies' a s a  defence against change - with both of them subsum$ by the 
. . 
transforming narrative. This is the triumph of writing subjectivity as . , inhabited 
by thetrickster-novelist - that it can incorporate the subjective strategiesof .. 
stand& language. . . 
FolloGing thk understanding airivedat in earlier novels that identification 
with any mode of consciousness is an imaginative one involving a f o k  of 
becoming, both subjective styles are figured as varieties of relation with the 
other-as-animal - Edelman through his connection with . the . dog, Sally, on 
whom he performs practice operations, aid"who had survived a&dt every 
medical and surgical treatment including the removal of one eye' (DB 13), 
and Turnlung through his sense of connection, which he characterises as 
parental, with a buffalo calf at the city zoo, calling her his 'daughter'. Talbot 
Edelman ind Turnlung canbe read as two instances of the internalisedman- 
standard in search . of.tr+Sformatibn, . oneinforming the other - ~ a l b o t  as a: 
youthful version of the resistance . to . death that is installedat the heart of.  
available language, intent on avoidance, and which allows the death-sign' to be 
'abbreviated ... to D' (DB 13). Edelman's is a distancing move that retains the 
subject-object distinctions of available language. 
. . 
. .. 
The two writing practices carried'out by Edelman and Turnlung offer the 
reader options -of reading in Edelman's standard mode or in the mode of 
Turnlung's line of flight. According to Edelman's mode, the narrative runs as 
follows: Edelman encounters Turnlung, and in his recognition of Turnlung's 
closeness to death, they become lovers. As Edelman puts it: 
I had become obsessed with elderly men in each of whom ... I saw 
myself as an old man ... My first impulse was sexual. I wanted the old 
men to enter me with all their baggage of history ... I wantedthe ,old 
men to give me, free, theirdeaths. (DB 20) . . 
As this narrative continues, Tumlung'subsequently expiriences what Edelman 
interprets as the onset of senility, one of the symptoms of , whichis ~ u r n l u n ~ ' s  
belief that he and Edelman:have a 'daugHterl - the buffalo calf they have 
seen together at the zoo. Edelman rejects ~urn1un~:and continues with'the 
death studies that allow him to observe, while remaining distant from, the 
experience of mortality, as figured by his 'treatment' of his dog. 
. . 
~. . 
According to the second'inode of reading, that offered by ~ u r n l u n ~ ,  Daughter 
. . 
Bi~ffalo constructs a movement whereby the old man Turnlung travels'from ' .' 
. . .  
. . 
New Zealand to New York as part of his 'death education', and meets there 
the yburig . doctor, . Talbot Edelman, also a 'student of death' and 'a citizen of a 
country of death' (DB 21). In Turnlung's te'ims, becoming-animal results from 
relations between standard and non-standaid suhje&vities that are figured, 
using a vocabulary of sexual love .. and . reproduction. After he and . . Edelman . 
. 
become lovers,Tumlung begins to speak of their love'as.havirig produced . . .  . . a 
child- theu 'daughter buffalo'. Turn!ung's 'return: to New Zealand at . the . 
end of the novel, a retum which functions as a revelationthat the entire' ' . 
nafratjve.may haveoccurred his fabulation, is another figuring of . this . 
undeistanding of becoming as'productive'. Standard language can . be .
produced and manipulated within a writing piactice- even Edelman 
representative of availablelanguage, is, as Turnlung admits to himself, 'the 
narrative's own creation: , . 
. . 
. .. . 
I try to understanddeath &elf, with inadequate language that is forced 
to make an excursioninto meiaphor and returns changed, emaciated, 
. . , .  
impoverished orenricKed, often too powerful'for its alphabet.1 keep . ,  
seeing Talbot .. . EdelmG's pale handsome face ... his gaunt body set ., 
almost in a pose of a letter of the alphabet, the abject M, themilitary R, 
. . 
the lonely nude I; as if he were an adjunct and instrument of language ... 
Is he a dream? (DB 102-03) 
To turn oppression into flavour, to acquire a taste for one's adversaries, . and . to 
do i tas  a .writer - Turnlung insiststhat for him,.this is apr6cess that takes 
placein language: 'He was 'making a few notes; writinga few of his death- 
experiences, he said. In words. He erijphasised "word?"' Not in music or paint. 
Words have much to account for, he said' (DB 89). The becoming-animal that 
. . .  
issues from Turnlung's relation, to Edelman is a becoming in language: 
. . .  . 
What atiout Daughter Buffalo? She will need-proper training and 
ediication and alittle language will do herno harm, a wdrd here, a word 
. . 
there; a planet or star or two above the prairie; and I Turnlung, say that 
she Shall not be trickedor threatened by words but she will race . . .  with . the 
. . . . 
wind toward them,-arid trust them; and know thepromises they 
. and . .  
those they withhold. (DB 147-48) . . 
. : . 
A decisive component is added t o  the assemblage of enunciation -'Daughter 
Buffalo creates a writing subjectivity that contrasts withearlier nove1s;which 
. . 
present experiences 'inside' the asylum-machine of available language, being 
. . 
written by it, or which present experiences of containing the language- 
. . 
. . 
machine while still being manipulatedby it. By explicitly incorporating,. . .  
through the character of Edelman, the writing-creationof standard lah&age 
within writing subjectivity; Frame brings. the ~ s ~ l u m h a c h i n e  inside the 
cauldron of the novelina way that makes the standard subject to 
manipulation. Assembling components of sensation,obse~ation and 
fabulation across theentire body of her work, Frame achieves a degree of 
agency that permits modification of intemalised domination by the man- 
standard. By . . theend of the novel, ~delman,  Tginlung's 'typic81 American' 
(DB 210), has becomesubject to a kind of becoming-animal, havingl'leased 
part of [his] life and memory to [Turnlung and thedog Sally], where they . . 
remain, and where Daughter ~ u f f a l o  grazes as if she grazed upon miles of 
.. 
prairie' (DB 202). 
. . .  
In Daughter Buffalo Frame identifies the possibility of presenting imagination 
and available language as writing practices that can productively interact 
within a narrative. characters who represent each practice sense, observe,' 
fabulate within contrastingsubjectivities, and a becoming-other appears as a 
linguistic entityof the space between. This understanding is a condition of the 
move made seven years later in Frame's next novel, Living in the Maniorotb 
(1979), which introduces the image of the hypotenuse, that whiCh'stretches 
under' the components of themachine of enunciation, and which is presented 
is being motivated by the riecessity for subjective change: In this novel Frame 
arrives at a figuration of her concept of becoming as process and entity, and 
which understands writing-subjectivity as both the condition and the product 
of manipulating, by placing alongside one another, writing practices arising 
from imagination and fromavailable language. 
. . 
At this pdint in her acquisition of writillg agency, Frame has the confidence to 
reverse the figuiationof becoming-changed, presenting it as a move towards, 
rather than away from, humanity, having the narrator of Living in the 
Maniototo say: 'I ain here to entertain you ... Iuse my talking . stick . and my .. 
pocket head .:. I hope to progress from stick to pocket head to person, real 
person' (LM 13). Having articulated the field and the motivation of becoming 
. . 
in this . way, . .  in Living in the Mariiototo she also figures the procedure itself 
. . .  
. . 
through the image of the m&ifold;'.with its brainlike,gutlike . . . . .  im-plications, iB 
. . 
echoesand . . relplications - each. word, each pointon its folded planes the: 
. . 
beginning of some unknowable sequence, like the seedformula of a : . 
Mandelbrot Set, yielding infinite'patterned differences of frictalgeometry. . 
. 
Writing practices figured by thisimage create assemblages of enunciation that 
produce the possibility of  challenge to the stapdard: 'those, who use words' 
Frame's narratqr says, . . 'scattiring them like beans in a'field [are] hoping for 
morning beanstalks is high as the sky with heavenly corbotion there, 
. . 
. . 
upstairs where' the giants live' (LM 92). . . 
. ~ 
. . . . 
. . . ,  . .  
A line, of flight from Daughter Buffalo to Living in the Maniototo is formed 
. ., 
.. . . 
by the im-plicatidn, in the fomier, of dual writing subj'ec&ities. From the 
modest one-other, where Edelman is indicated as most'likely contained by 
Turnlung, Frame moves in Living in the Maniototo to the acentric multiplicity 
touched on in Chapter One - 'Mavis Furness, Mavis Barwell, Mavis 
Halleton ... Alic'e Thumb, or Ariella, Lokinia, or Maui's sister, or  mere 
N?oN, Susan, Ngiere, Belinda. Or Violet Pansy Proudlock' (LM 11-12). 
. . 
. . . . .  
. . ~ . . ,. 
Social; mythological, familial and,'finally,chosen names; voicesand ' 
, 
impulses,writing practices held in tension, connected \iy the, hypotenuse 
whose purpose is to find a way to change. Narrative inLiving in the . 
Maniototo involves creatirig ahistory for Mavis the writer and her alter-egos 
. . 
('I have buried two husbands' (WM 1 I)), and an itinerary - another journey 
from New Zealand to America for the purpose of yiting. In the course of this 
narrative, not only who is writing is called into question, but also (even more 
than in Daughter . . .  Bgffalb) what is being Written -how fabulation works. 
Mavis is-presented as travelling to Baltimore and then toCalifornia, meeting 
various characters; being witness orparty to various events. While reidirs'are 
told that Mavis is.a writer, all markers are removed regirding the beginnidgs 
.~ . .  . 
and endings of fictional processes, so-that it remains unclear what, ifany,. . . 
distinctions there arebetweenlevels of narrative in the novel. This is , ' 
presented as being uncleir to Mavis also, who describesherself at the end of 
. . 
the novel . as . . .  being uncertain whether 'I myself was not just a character out of 
. . 
. . 
fiction, . a replica . of a replica dreamingof a replica of dreams' (LM 237). . '  . , 
. .  . . . 
. . 
. . 
. , 
. . 
Balancing Frame9<figuiation;of becoming as a move towards the'human in 
. . .  
. . 
Living in the Maniototo is a reminder.of the estrangement involved in ,' 
. . 
becoming-changed, through the narrative's haunting by figures of animal- 
children, animals and non-human entities. When Mavis firstamves in 
Baltimore, she hears 'beyqnii the wailifigof the wind a sound like the howling 
of a wolf :.. No,-it was a pack of wolves' (LM.29). . . While in the city, she meets 
Tommy, an artist-figure, a jeweller. who rnakes'world-shaped' (LM 33) 
. .. 
objectsl Tomniy is obsessed by the idea that an obliterating force, a 'Blue 
Fury..; from a TV:advertisenknt 1. for bleach or some detergent: (LM 37) is 
. . . .  
. . 
coming for him, andin fact asMavis describes a visit made to'Tommy with'a 
. . friend: . , . . . . 
. . 
Our visit was short ..:With a fearful look in his eyes [Tommy] turned 
toward some apparition beside him. 
, . 
'Got you,' he cried, grasping the air. 
There was a flash of light, a smell of laundry ... then a neutral nothing-. 
smell. ... and all that'iemained of Tommy were twd faded footfirints'ori 
. . 
.. .~ 
. . .  
. .  . 
the floor. . . (LM 38) 
. . 
. . 
. . 
Here is a passage that can be read as both observation and (ironising) 
fabulation of a further stage of becoming: 'becoming-imperceptible' (Deleuze 
and Guattari, Plateaus, 279). To move far enough away from the standard is 
to become not merely non-human, but invisible, indiscernible - 
imperceptible. The work.cannot be recognised, the artist cannot be recognised: 
. . 
Further, throughout Livingin the Manioroto and in this passage in particular, 
the:action . . of fabulation within the narrative isrepresented imperceptible, as 
in-the discussion that . . follows Tomhyls disappearance: '."Things like that . . 
don't hap'pen,"Brian saidwhen we had amved home. We were both shocked 
by the sudden plague of unreality' (LM 38). 
From animal and otherworldly hauntings in the early stages of Mavis's stay in 
America,Livingin the Maniototo moves on to include ~~ecificremindersof . . . . 
the young girl. who provides . . the impetus for Fiame'sentire body: of work. The 
. .. 
. .  . 
narrativeshifts from Baltimore to California, . . where Mavis represents herself 
&;staying in the house of the Garreits, friends of a friend, who are going to 
Italy for some months. After a time (in which Mavis 'meets' and writes about 
a varietyof characters) we are told that Mavis receives news that the Garretts. 
have bekn killed in an earthquake and have left their estate to her. ~ n o t h e r  
disappearance that folds the narrative back in the direction of overt fabulaiion, 
drawingattention to the fictional siatusof the whole work and to Mavis's 
status as a writer. This isthe context in which she is 'told' that the Garreits . ' 
. . 
. . 
had hada daughter, Adelaide, whosuffered from lycanthropy. This ''. ., 
connection with a wolf-girlreminds Mavis of an earlier aisociation with twin 
wolf-children, whom, Mavis says, she 'can't ever forget' (LM 122). She goes 
on to say: 
I began to feel thatin my inheritance of the Garretts' worldly goods and 
. .  . 
knowing of the tragedy of their daughter, I was in somestrange'way . . 
iising'the buidenof thetwins Tessa and Joan Martin, for they still,. 
lived,'I had he.ard, in that hospital'among the:others whom the selective 
. . 
medical niiracles had ignored .:.:Their influencefrom a distance of 
space and timewas immense: (LM 123) . , 
Writing,the process of 'inheriting' what is brought into existence in awork of 
fiction, is an enterprise thatalso has as its aim 'easing the burden' of those 
whose becoming has been stolen, whose 'influence is immense' in setting the 
. . 
machine of enunciation in motion. From Living in the Maniototo to the three. 
volumes of auto6iography that'begin to appear four years later . .- To the Is{ 
Land (1983); An Angel . at'My .. Table (1984), The Envoyfrom Mirrorcity ,. 
. . 
(1985) - a line of flight is created that takes is its stiirting point a personal 
instance bf theft of becoming, turning it into the . easing . of a collective burden, 
using forms of sensation,-observation and fabulation in the creation of a : 
. . .  
written life which has manifold . . subjectivity 'stretching under' all of it. This 
life brings into being, as it fabulates, a newly imagined yeriion of a story 
already formulated in terms of available language. This is the sense in which I 
read Franie'sstatement that 'with the autobiographiesit was . . 'the desire really 
. .  . 
to make .. . mydlf a firstperson'.'(Alley and Williams 40) - she makes a first. 
. . . . 
. . 
.. 
person both ofandfoi  herself,  pings skills assembled over & couise of a 
. . 
. . 
writing'life. . .  . 
Like the novels that come before them, the volumes of autobiography 
continue a move that brings into being a mutual interrogation of what' is being 
writtenlwho is writing. This 'first person' incorporates knowledge of . . . the .. - 
multiplicity of every voice; and of the way in which its own becdmiqg'&ses 
out of productive tensions between varieties of selves, imaginative and ' . 
' 
. . 
conforming,'that aie incorporated within'it; An 'I' such as this can give birth 
. . 
to'daughters'. There areclose ties between'the familial, social and. 
mythological categories in'which the nirrator of Living in the Man'iototo. . 
. 
. .. 
places herself, and the motivations forwriting enumerated in the first single; 
sentence chapter of To the ti-Land, entitled 'In the Second Place':, 
From the first place of liquid darkness, within the second place of air 
and light, I set down the following record with its mixtureof fact and 
. . 
truths and memories of truths anditsdirection always toward the fhird 
. . 
Place, wherethe starting point is myth. (TIL9) . . . : 
To the Is-Larid begins with childhood ind the years of adolescence up to the 
time of leaving home; An Angel at My Table follows with the ye& of 
incarceration and a beginning of recovery; The Envoyfrom Mirror Cify ' 
. . 
describesthe . writer's . journey away from, and return to, New Zealand, a 
movement that figures Frame's entry into inheritance of her own 'worldly 
goods' through 'making herself a first person'.: The,books are a summation of 
. . 
Frame's:minoring of fiction in late twentieth-century New Zealand. Deleuze 
. . 
and Giattari's image of the rhizome is useful here, figuring the possibility of 
'acentered systems' (Deleuze and Guattari, Plateaus, 17): 'The work is a ' . 
. . 
rhizome' (Deleuze and Guattari, K a m ,  3), even if (because of narrative flow 
for example -this, then this)the autobiogfaphy appears to . have . .  'only one 
entrance ... this is a trap ... to trick the enemy. ... the Signifier and those . ' 
attempts to interpret a work that is actually only open to experimentation' 
. . 
(Deleuze and Guattiri, Kajkz, 3); A trickat the level.of..approach, because the 
. . 
~ . . .  . . .  
. . 
. . 
question is not,:What does it mean?. but, How does it work; and for whom? 
. .;. . 
. . . 
Situated i s  they iri in the conteitdf novels that simply~efuse+y d i e  
approiich -riovels whose doors aie trom'pe l'aril effects orndv6ls which ope" 
~. 
. : . . :. .. 
on scenes that are impossible if oneenters'by their given.dooi - the . . 
autobiographies' sudden transparency of style is an invitation to u& skills 
taught by the other novels and to ask, as ~ e l e u z e ' a ~ d  u a t t &  do with respect 
. . 
to the work of Kafka: 'What crossroadsand gallerie's ... link two in. 
, : ' '  
Frame's!record'; 'what bther points' in her writingdo these three ;olu,ines . . 
.. . 
connectto, 'what is the map of the rhizome ... andhowis i t  modified if one . 
. . . . 
enters by another point?' (Deleuze chid GuattM, Kajkz, 3). ~ 6 l l o k i n ~  what 
looks likea straight line, one tra'ces'a figure that signifies i death-place of 
. . 
fixed meaning, points a line'offlight, birth into becoming-othey: 
. . , 
. , 
~eau t i fu l  disguise, the transp&ency of Frame's autobiographical language, for 
the breaking and iemaking of speech: A beautiful way through and under the 
'smokescreen of fear'. (SGB 10). One of the trickster-storyteller's best ploys, 
this departure from doggedly 'mak[ing].the words showup forwhat . . they 
really . . .  are the c ~ e l  deceivers' (IC 243):This is new languagethat consists in 
. . 
the pattern of its folds- sensation, observation, fabulation concentrated not 
in making language stainnier and cry out at the level of the sentence, but in its 
re-presentation . . of a world, determining how' the folds touch - a way of 
having a say in the . arrangement'of . things. Manifold self is a moving centre, .. 
gathered in points of sensation - it is 'conversation, the action of living or 
having one's being in'or among' (OED), the word 'I! in the mouth of writer 
and reader, a narrow doorway out of the familiar, or at . least . an opening 
through which to tastethe air: Sensations, observations gathered into 
. . .  
fabulated image-concepts, . . a becoming that can reclaim the 'secondary 
identifications' of mirror-stage . . s'ubjectivity, turning them into agents of; 
psychic mobility, cafiable of Challenging the scopically-determined world that 
. . 
. ,.. 
dooms its inhabitants to narcissism, desiringheing desired by an other that 
. . : 
remains always . . but of reach, through the glass. Full of intent, . language .. . arisi~g 
. . 
oui of minifold subjectivity binds desire and pleasure intoits account of the 
. . 
world through its musical q d  magical originary . . impulses. Frame combines , .  .. . 
thissound, that object, . .  this . e+nt,that place for the pleasure or 'the power it 
. 
gives. Poems and spells inhabit every sentence of the autobiographies, whose 
power is heightened by the seamlessness of their com-plications. . .: .. 
. . 
In creating such an experiment in writing practice, Frame brings into being a 
new figure for the organisation arrived at through manifoldspiech: that of the 
Envoy's travels in Mirror City: . . 
[It seemed] as if within every event lay a reflection reached only 
through-the imagination andits various servht langkges, as if, like the 
. . . .  
shadows in Plato's cave; our lives and the world contain' mirror cities : 
. . .  revealedto us by our imagination, . the . Envoy. (EMC 19) 
, . . . . 
Here at last is a refiguring of the bee-and-snapdragon nexus bf subjective 
. .  . 
entrapment observed in the passage quotedearlier fromthe story 
'Snapdragons'. Rather than a question of 'fat' be(e)ing 'caught in the. thin red 
threat' bf available language, The Envoyfrom Miribr City shows a j0<ry4~ 
made by the'watching self (EMC 182) . . that is . . representative of a sovereign 
. . 
realm. This journey which effects the transformationof experience into . . : 
fabulation is not without its dangers, since there is always a risk that, 'learning 
the unique.fudctioning Of Mirior City ... onemay become ho&less in the 
wdrld, bankrupt and abandoned by the Envoy' (EMC 155) -bit  nevertheless 
. . 
the journey is madewith familial, social, mythological 'servant languages' at ,. 
the Envoy's disposal. . . 
The . . Envoy is the figure sent out into the 'Mirior City' of experience by the 
self-in-search-of-becoming. The 'watching self of writing subjectivity is 
capable of using its'poweri of creative thought- sensation, observation, 
. . 
fabulation .- toaisemble a machine.df enuriciation, shifticg the"bal&e of 
forces between available language and the 'young girl' whomotivates the, 
writing, installing at the heirt of'writing practice an alternative to the man- 
standard. Imagination is entrusted with thetask of sensing and observing, and 
. . , ' .  
. . 
174 
of bringing back treasure for the fabulating pleasure of Frame the writer- 
. . 
survivor; The Envoy c a i ~  be sent out to visit landscapes of dread; going out to 
conduct death studies, to becomeeducated in that whichthe self most wishes 
to avoid learning or remembering. The unknown must always be dreadful, the 
sensing self aware of danger, scouting ahead bravely, gallantly; with curiosity 
. . 
ind perhaps even delight, knowing nevertheless that becoming takes on 
. . 
the' edges of viability. 
. . 
And sb we arrive back at consciousness of those other crossings:over into 
Mirioi . .  . City that failed or were refused, those stolen bedo&figs,&d recognise . . 
. . 
that Frame's trickster humour'is not only a conjuring of a waythrough the 
:smoke screen of fear', but a response of deep laughter that is perhaps only 
possible after facing the death-crossing.Hers'is not innocent laughter- it 
does not refuse to look into darkness. She Plays savagely withher readers, 
. . 
challenging them to make the crossing and giving them a taste of its ' 
' 
disorientation, making her folds within the manifold, each enlarging whatever 
it encloses; writing her writers that write writers writing writers. She works 
outlin through layers offabulation, each layer more and more clearly 
conveying itself as a 'servant language', as if the writer wore her world on the 
inside,as if the crossing intodread were a way of making herself at home 
idout there, where a wholeseries of folds dan be rearranged in a single 
motion, the elements the same and yet changed, the self 'excavated as reality, 
the ore of polishe'd fiction' (EMC.19).  Frame lookssteadily at the risks of 
becoming and decides that to play in language,.to make herself at home there 
is a possible response.In the face of the thefts all around/inside her she . . 
observes the vivisector's desire to reach idout to cut away the source of fear; 
the b~tal ised girl's retreat idout into silence, but when at last she is ready to 
have her 'say' :(Alley and Williains40), what she says is '1t,'waswriting that at 
last came to my rescue' (AMT 106). The work of the trickster-storyteller is a 
response of deep laughter in the face of dread. . , 
Once the fearful night-crossing has been made, not every journey into Mirror 
City is filled with the same dread. Change has been accomplished, the body 
has laid down a memory. The lessening of dread through play, through 
laughter and a paradoxical becoming-at-home in a detemtorialised realm does 
not mean a lessening of complexity or of the need for alertness, because what 
is left is still the work of transformation, taking daily life across the border, 
assigning meaning by finding 
language that satisfies the ear and the heart and the demands of truth. (It 
is the events of living that are not easily recognised as legends and part 
of myths that are the test of the value of lifelong tenancy in Mirror City; 
and it is the discovery of the new legends and myths that keeps building, 
renewing the city.) (EMC 183) . . 
This landscape explores the writer as she explores it, discovering 'folds and' 
tucks and creases', watching over her,= a character in The ~ a ~ t h i a n s  
(1988), the novel that follows the autobiographies says, 'always alive ... it 
knows about you, your life, your secrets ... it's there watching you, knowing 
you; you canhide nothing from it (TC 86). Mirror City embraces the foldsof 
. ' , the manifold and the shape defined by the folds, vase and profile, experiences 
. of sensation and observation and fabulation. Mirror City' follows us like 
. . 
'language ... the hawk suspended above eternity;.feeding from it' (WM 43), 
shadowing, defining the contours of the plain of subjectivity: . . 
Memory is not history. The passing of time does not flow like a ribbon 
held in the hand while the dancer remains momentarily still. Memory 
becomes scenes only until the past is not even yesterday, it is a series of 
. . retained moments released at random. (EMC59) 
. . 
. . 
Each journey to Mirror City, each re-membered moment is a point of 
becoming that mirrors the entirety of a way of being. As thehawk'does, 
. .  . 
. . 
Frame's mirror-memory has the capacity to choose its food from the 
inanifold, to fall towards that which the young-gid-self.~ost hung& for, and 
the little daily self goes across the plain knowing it will be taken, caught up, 
that 'writing ... is not merely going on a shopping expedition across the border 
into an unreal land' (EMC 155).~ It is a self that is shopped-for, in its 
. . 
bewilderment. The;movement . . Frame requires of the wiiting self is one that 
. . . .  . 
inscribesthe moment of a page and a lifewith its propeiciiscourse~ &i if the 
. . .  . . .  
writing becomesa kind of memory, a'retained moment' released by the ,. 
future, 'the Third Place, where the starting point is myth'. The &ting self is 
thus also an Envoy from the future, just now bringing back infohation about 
what it might mea3 to be 'having all in mind - the original, the other and the 
manifold' (LM 240). The ~ r a m e ' s  Envoy is self-as-voice, able to go out into 
. . 
. . 
the silenced body, free and agik, like any stranger perhaps'an angel in 
disguise or even Christ himself (TIL 34) come forthe harrowingdf hell, 
. . 
raising the dead from'the only graveyard in Mirror City ... the graveyard bf 
memories that are resurrected; reclothed with reflection and change' (EMC 
. . .. 
167). The whole landscape its instrument, making music, singing, conversing 
, . .  
. .. 
in echoes, the Envoy is made of all that, comes back to it, a shape composed of 
resonances, a surface of sound like the surface of fumace glass, iridescent. ' ,  
Memory, language, poetry. In Frame's autobiography things repeat 
themselves silently and aloud and are worn into new shapes: 'I may have 
polished the slfell of memorywith . . . .  this . application,of time but only because it 
is constantly . . with me':(TIL 17). Words, meanings change, ''scattered or .  " 
dispersed . .  along . the whole chain of signifiers .:: akind'of constantflickering 
. . 
. . 
of presence and absence together' (Eagleton 128) always moving through and 
around whit is 'most satisfying . to , the eiu and the heart'. Voice rises out of the 
body's moments, and for Frame the motivation of these moments is the 
experience of treasure and the grief of its theft. Voice out Of the 'dead room', 
shaping a song from what it is given, factitious sounds, words, phrases of 
storiesspoken towards it, the Envoy follows a trail, footsteps into a world, 
tracing extractions, even scars nor left in the face of youth. Healer and 'cruel 
deceiver',language both recovers and belies the deaths it relates, a s o a  of : 
. , .  . . . 
Delcuz. loo, in his work on Bergson. lheoriwr memory 3s a force deployed in the wrvicc of dc/drubjectiviralion: 
Rosa Braidout ugucr h t  'Delcuzc's "minonuriw" dcfintuon of mcmury as anomdic or deremmialinng f- 
mns dgainst the established definitions of memory a a cenualixd data bank of fmrcn information. As a vsmr of 
dcreriiorialisation, memory for Dclcuzc deswbiliser identity by swinging together virmal possibilities. Rc- 
mcmbcrine in this mode rcauircs careful lav-ouu of cmwweinrine conditions which allow far the Bcmalisation to take ~ ~ - 
place. Like a choreography of flows or invnslties thn require adquav fram~ng in order lo cornpow into a form 
memancs q u i r e  empathy and cohcs~on bemeen the consutuuvc clcmenu. 11 is  like aconsmt reshuffling hat 
ycms for the mornenl of ruslain3ble balance or expression. before they dirrolvc again nnd move on' (Bra~dotti 162). 
golem increasingly approximating some real, whole inside a living skin: 
:Picture, then, awoman of thirty-two, fresh-complexioned, . . blue-kyid' . . (EMC 
. . 
77):And then the next line of flight,crossing inti bewilderment. . , 
Living in the Maniotoro marks the appearance of the manifold as figure- 
concept for writing subjectivity from which the volumes of autobiography can 
be produced. Mirror City and its Envoy conceptualise and demonstrate 
patterns of movement and transformation-becoming within the manifold. 
Frame's next novel, The Carpathians (1988) appearing three years after the 
third voltime of autobiography, moves back for another round of thought- 
creation -sensation, observation, fabulation - regaiding the moment of 
. . .  
becoming, like an octave of A State of Siege.Frame has said of The 
Carpathians, 'I wantedthose reading it,I felt those reading it, to be ... within 
a whirlpool ... It was a death but only in the sense that death is a horizon' 
(Alley and Williams 48). 
Here is another asymptotic approach to the horizon's curve, trying for the last 
moment where some c o ~ u n i c a t i o n  can escapefromthe black holeof 
collaps'ed language. . .. The novel'actsas summary and reinforcementof. all 
previous explorations of the nexus of memory,language, . . imagination and ' 
point of view i n  the formation of subjectivity. Formed from a series of 
interlocking and undeterminable narratives, The Carparhiansis , ., 
.-the story of Mattina Brecon's journey from New York to~uamahara inNew 
Zealand and back, researching the legend of the Memory Fldker 
. 
- a story created by her orphaned son, John Henry . . Brecon 
- a work of fiction by the novelist Dinny Wheatstone. 
Theseare Frame tales in that . it , isimpossible to determine 
which encloses and which is enclosed. In her essay. . 'The . ~ar ra t ive  Frame: 
"Unleashing (1m)possibilities"' Susan Ashanalyses this aspect of The 
Carpafhians, tising Derrida's ideas about the 'pirergon' or frame in The Truth 
of Painting; describing ~ e m d a ' s  purpose as being 'to disturb the binary 
opposition between "the intrinsic and the extrinsic;!' to demonstrate how a 
. . ,  . 
parergon, or frame, ca'dismantle the most reassuringconceptu81 oppositions' 
(Ash;ANZTC, 3):Ashafgues . . that the novelis organised so as to  en& 'a ,: 
. . 
narratorid game bf dalfort; of pretending . . to give away point of view which 
. . .  
characters in turn fight over' (Ash,'ANZSC, 9). The novelist-character, Dinny 
. . 
Wheatstone; describes fabulation as 'seiz[ing] control of all points of \liew! 
. ~ .  
(TC 52), and thisunderstanding, combined with the novel's enactment of 
. . 
authorial indeterminacy,extends the 'flickering of presence andabsence 
together' that operates at the level of individua! signs to the book's narrative 
andsubjective structuring. Frame astrickster novelist both affirms and balls 
. . .  
. .  . . 
into questioneven her own 'ownership' of the novel's various nartative 
stiands:With the novelist.~haracter.Dinny'Wheatstone's desciiption Of : 
'imposture' as thesource of her writing: . . 
Theimposture begins with the first germ of disbelief in being, in self, 
and this allied to the conviction of the 'unalterable certainty of truth' 
produces the truth of disbelief,'of deception of being, of self, of times, 
places; peoples, of all time and space ... My qualification for writing ..: 
is chiefly my.imposture whichas a result'bf my nonentity, is . . .  . . 
. . 
.. . 
accompanied by an uncanny. of human life, love, death and 
the process of time. I do not claim it is an,accurate perception but it is 
wholly presented as a vision;'(TC 51) 
The effect' is foregr6uhded in one of the book's epigraphs, a note from 
'J.H.B.' Claiming riuthprship of the.nove1, he says, :I became absorbed not in 
. . .  
my power of ctioice but in the urgency with which each character'equated 
survival with maintaining point of view; indeed With being as a point . of . view' 
(TC 7). The Carpathians is structured so a.$ to highlight whatthe 'imposter 1 
. . 
novelist' Dinny Wheatstonedescribes as the need to 'fight for your point of 
view, almost as if you were dead' (TC 44), indthe impossibility of winning. 
, 
The . .  experience . ~ of reading the novel is one of uncertainty about sequences of 
enclosure. Does 
. . .  
Frame enclose John Hen j Brecon . . . . 
. . 
, 
. . 
. .  . 
who encloses . Dinny . Wheatstone . ' 
whose enclosed space is Mattin Brecon 
who, like a   lei" jar, herself encloses john Henry and Dinny 
and the world (New York, Puamahara) and Frame herself 
Frameencloses John Henry : : ' . . . 
. . ,  . .  . .. 
. . 
who encloses Dinny 
who encloses Mattina 
who encloses Puamahara ... 
Frame encloses ... the manifold whose centre and matrix is always presence 
and absence . . together. AS Susan Ash describesit,' 7%i Carpaihians acts &i '
sort of Gravity Star itself ,.! collapsing binary oppositionas a mode of ' . 
conceiving ofthe world, (Ash, ANZSC, 10). . . 
This effect continues Frame's construction'~'of the sensation of manifold 
subjectivity, of life at the point of becoming. The slipperiness of language . as . 
. . .  
producer and guarantor of'meaning becomes deliquescence, &d the novel 
againapproacheithe collapse of available language. This time, as well as 
offering ri figuration of the experience of this collaps6 - all the world's 
. , '  . , 
alphabets precipitate as a rain of seeds and jewels a d  pellets of earth 'ind 
. . 
dung (TC 127) - gid of responses to the eipen&de -the populati6n of 
Kowhai Street howl like animals - Frame also figures what lies . .  over . the 
brink of the unsayable. Each putative 'author' in the text marks an edge, and 
. . 
the series of namings, authorships, manifold com:plications through which . . 
. . 
their narrativefiiths canbe traced act as lines Of flightintoher or his o@ 
. . 
unsayable. . . . . What isover the edge is Stones. Of those whb witness the midnight 
rain, all but the writers'Mattina and Dinnyare robbedof the power of speech. 
. . 
. . 
And . . these two whose . daily . life and work are:driven by the terror of loss of. 
. 
becoming and who spend their time in training for lines of flight are able, as 
Istina Mavet of Faces in the Water was able,to hear'a beginning of something 
new in the 'isolated syllables, vowels;consonants7 of . their . neighbours' . 
, . . .  
howling, la hint, an inkling of order, a small . . strain recognisable as music, not 
a replacement of what had been lost but'new music' (TC.126). 
. . 
. .. 
. . 
The image Frame Offers forthe force that brings ibout the midnight rainis 
. . .  , 
that of the Gravity Star, inobject missive enou&h.to orghi& the disposition 
. - 
of time and space around . . it, and as part of that influence, to organise . : 
perceptions by 'focussing the light' (TC 7) in a way that changes what is 
observed. Under its influence . . something 'seven billion light yearsaway can 
appear 'relatively close' (TC 7). We are in the presence onceagain . . of the 
wolf-girl whose 'influence from a distance of timeand, space [is] immense' 
. .. 
(LM . 123) . a d w h o  is capable of 'removing, overturning' 'both memory and 
, . 
boiit ofview' (TC 7) inthe fight to recover her 'inheritance'. The . . 
. . . .. . 
Caipathians can be read as a summarising figuration'of the components and 
motivations for creating an 'assemblage of enunciation' which, operates b) 
means of a mutual interchange between the creationof a writing Subjectivity 
and the re-membering of life. 
The book's layout acts as pa* of this figurati,dn: The dedication and 
. .. 
acknowledgements are placed alongside.the 'note' fr0m'J.H.B.' (in some 
editions they are on'facing pages) which describes theaction of the Gravity 
Star -.already Frameis placing herself withiri its force-field, 'making herself 
. . 
subject to its 'immense influence'. Not merely announcing that she is already' 
implicated in nmtiveindeterminacy, she is placing herself on the'border of..' 
fabulation, the place of dissolution of available language and the overturning 
of memory and point of view. She is also placing J.H.B., figure of the Envoy 
in this novel, between the acknowledgements' 'cities of T+apuna and 
Auckland' (TC 5)  (or what'she describes elsewhere as. 'the world of fact'), and 
the'Maharawhenua or Meinory.Landl(TC 11) of the first chapter: Putting us 
there withJolin Henry on the promontory between these two realms, she 
invites us to 'stare~moreclosely'at the cities ofTakapuna and ~ u c k l h d  and 
remember 'why, it is Mirror City ... before my own eyes' (EMC 191) . '~ere  is 
a model of fabulation, a 'second novel' (TC 7) as-J.H.B. describesit,-wrinen 
under the 'immense influence' of the loss of inheritance, committed to . . 
creating a past that can make liveable the future that is now, through the 
action of story. I t  is %fall into the' whirlpool 'and an experience of an inkling of 
order there that is not a'replacement' but a new orderitig'of available 
, . 
contents. 
. . 
. . 
~. 
Frame has said that;even while writing the autobiography, she was 'anxious 
. .  . 
to finish it so [she] could get on with the novel' (Alley and Williams 46) that 
was to become The Carpathians. Each addition to the assemblage opens onto 
the.possibility of a new component - the sensations and observations o f  
autobiography . . obening into a line of flight that makes a n e w  ' , 
~. .. 
fabu1ation:In the,case . . of The Carpathians, this new organisation relates to a 
. .. 
figuration of the collective role &id effects of fabulation. From'the'moment in 
Chapter One which atticdates the legend of the Memory  lower and 
describes how the young woman who has been 'chosen by the gods 
. . 
collector of the memory of her lind ... has no human function but that o f a  
storyteller' (TC 11) to Mattina Brecon's witnessing of the whole township of 
Puamahara's response to the midnight rain, this novel acts as a statement of 
the collective function of sto j. A writer who 'fightsfor her own . point . . of , 
view' creates . . lines of flight, not just for herself.' It is this consciousness of a 
. .. 
collective aspect of writing, both for writes and for readers, thatwill be the 
concern of the next chapter. 
. . 
. . .  
. . 
. . 
. . 
4 Writing Community . . 
. . 
. . 
. . 
.. Literature is the theoretic discourse of the historical process. (Certeau, 
Practice, 18) 
If the mystics were locked within the confines of a 'nothing' that could 
also be an 'origin,' it is because they were trapped there by a radical 
situation to which they responded with utmost seriousness. In their 
texts, this can be seen not only in the connection their innovative truth 
always has to pain, but, more explicitly, in the social figures that 
dominate their discourse - the madman, the child, the illiterate. 
(Certeau, Heterologies, 85-86) 
Double becoming in the facing of writing toward a collective and in the 
uptake of writing by that collective is the concern of this chapter. This 
movement can be understood as another manifestation of the internal praxis- 
theorisation-praxis dynamic considered in Chapter Three, in which the writer, 
as a particular category of reader, is 'analysed' or 'read' by (her own) texts. I 
. . 
arguethat,Frameaiticdlates an understanding of this dynamic through'' 
passages in which her writer-characters define themselves as motivated to 
. write - that is, to offer instances of theorisation-as-praxis -by a sense of 
responsibility before the 'dead' (including their own avatars) who have been 
. . 
unable to speak. Writing as a process of individual becoining is presented as ' 
driven by a consciousriess that the self is embedded incollective necessit). 1n 
the second part of the chapter I offer instances of responses of 'analysands' of 
Frame's becoming-in-writing from thereading/writing collective, attesting to 
its power to bring' about subjective . . change. 
In a discuision of the role of. community in Frame's writing, and of her 
writing in community; the quotation given above. from ~ i c h e l  de Certeau's 
essay 'Mystic Speech' serves as a useful introduction because itremindsus, 
once again, of the subjective isolation which acts as both origin and material 
for Frame's work. The 'lonely nude I' (DB 174) of Daughter Buffalo is the 'I' 
of all the novels, a 'nothing that can also be an origin', arising from a 'radical 
situation' in which F r h e  finds herself, not in Europe in the sixteenth or ' . .  
seventeenth century of which Certeau speaks in his essay, but in New Zealand . . 
. . .  
in the late twentieth century. Frame's construction of new language has much 
in common, however, with mystic speech of the sixteenth and seventeenth 
centuries as described by Certeau, where: 
[a] field of knowledge takes leave of its textual 'authorities' to turn to 
the exegesis of 'wild' voices ..; In these writings, a tradition, humiliated 
.. . 
after having functioned as the court'of reason, awaits and receives from 
its other the certitudes that escapeit. (Certeau; Hetirologies, 87) 
Frame, in her search for a writing practice that can give voice to marginalised 
subjectivity, turns away from the textual authorities of Europe and towards 
wrjtingfrorn her 'own way and place' (AMT 68) and further, towards the 
'exegesis of :wild' voices' from the world of subjective experience that exists 
literally beyond authorities' horizons and is called mad in consequence. 
. .  . 
Mystic speech is produced 'in proximity to a loss' (Certeau, ~e je ro lo~ ie s ,  80)
-of status, usefulness, agency, freedom, as a result of socialchange (in 
~rame's case . . i n8  (post)colonial context) - by those for whom 
the memory of past abundance survived in their conditions of 
impoverishment, but since the doors of social responsibility were 
closed, ambitions were redirected toward the open spaces of utopia, 
dream, and writing. (Certeau, Heterologies, 84) 
Like Frame's 'new music of curse or cry' (FW90); mystic speech gives voice 
to the experience of relegation to aworld of 'no use'. 'New music':is 'not a 
replacement of what [hail been lost' (LM 126), a"d it is not a withdrawal frqm 
language, since this is the means of articulating experience, even of pain. 
Experience isalways seeking expression, and failure to articulate is seen as a 
desert of 'wasted time and yearning' (FW44) just as limiting as capitulation 
to the language of the world of use. But this very desert, intolerable for those 
thrown .. . away and forgotten by punitive forces, is a 'radical situation' that calls 
forth; a response0f:'utmost seriousness', thecreation of new subjectivities 
. . 
constructedusing language that is'adequate to experience. Frame's writing : 
. . 
. . . 
,. , , . . . .  
. . 
. . 
. . 
constituency i s  the worldof postcolonial imagination insearchof adequate 
. . . . 
language - from thebeginning, her writing's appeal is toand'for those who 
: 
are engaged in this search. 
. . 
. . 
In this sense, a writing practice that uses sensation, observation and synthesis 
as discussed earlier to construct non-standard subjectivities takeson iis full 
~. . . .  
implications as thecreation of a 'collecrive [my italics] assemblage of 
enunciaiion' (Deleuze and Guattari,Kafka, 13). Writing for herself, Frame is 
.. . . .. 
also Writing &t of a collective, toand for Which She acts the partof observer- , .. 
aslwitness. In this chapter I will-argue thatfrom the beginning, from figuies 
. . 
such as Daphne Withers in Owls Do Cry,&d lstillaMavet in Faces in the. 
. . 
. . 
Water, through to . Ma\rii . Halleton/Alice Thumb in Living in the Maniototo, 
the 'I' of the volumes of autobiography b d  Mattina   re con of The . : 
Carpathians, this role is articulated as part of the books' consciousness. 
. . 
Frame's first novel, Owls DoCry (1957). begins . .. with an exp'osition of writing 
. . .. 
. . 
asa'socially motivated process. In this; as in other respects. Owls Do cry  sets 
up conditions that apply throughout the body Of her work.'Using Blake's . .  , 
Songs of Innocence i%id Songs.of Experience. andshakespeare'splay The, , . 
Tempest, Owls DoCry sets before readers an image of the silencing effects of 
. . 
the world of orthodoxy, the conditions of possible escape from that world, and 
the obligation placed on those who do escape to communicate their 
experience. ~nnocence- the achievement of flight - is seen as consequeni 
. . 
. , 
on the Stiuggle inherent in experience - the seafch forand . . .  discovery of lines 
of flight. The victo j Of. this flight is that it perinits. 'escape without leaving'; . . 
sinke it occurs by a transformation of language fcomwithin ratherthan , by. . , 
leaving language behind. . . 
As discussed in Chapter Three, Owls Do Cry is introduced by an epigraph 
from Ariel's song in Shakespeare's The Tempest. Ariel sings, learning that he 
is about to be freed. The 'airy Spirit' has been imprisoned, first by witchcraft 
in the hollow of a tree;ind then in servitude to~ospero;masterbf the book, 
whose . , 'art .1. mde-gape the pine':(The.Tempest I; ii) in whichhiel w& . ' :% 
impfisoned. From.inside the tree, Arielcap only groin 'as fast as m i ~ l - w h i ~ ~ s  
. . 
strike' (The Tetnpesr I, ii), making sounds like the 'music df curse and cry' 
. .. 
(FW90) witnessed by 1stina.Mavetin Faces in the Water (1961). Ariel's' 
groans that are able to 'make wolves howl, and penetiate the breastsof ever- 
angry bears' (% Tempest I, ii) also recall the 'new language' imagined by 
Vera Glace in Scented Gardens for the Blind (1963) which might, Vera 
thinks, take the form of 
. .  . .  ~ 
, . a  . cry . such as a bird makes or abeast lurking in the tree? at night, or, 
loneliest of all, not the cry of a bird or beast but the first uttering of a 
new language which is understood by noone . . and nothing,.and which 
causes a smoke screen of fear to cloud the mind, as defense against the 
strangeness. (SGB 10) 
In The Tempest, source of Frame's epigraph and of the title for 0 w l s ~ o  Cry, 
.. . 
Prospero is able to 'hear' these sounds.without the 'smoke screen of f e e  and 
recognisethem . . as coming'from . . a soul in torment ratherthan from the mineral 
or animal worlds. DianeCaney points out that Fraine, describing in. her essay 
'Begirinings' the moment atwhich her own &t 'inide gape' the doors . , ofthi 
asylum 
. . 
does not want her release from hospital to be a heedom in which she 
might become 'a useful member of the community9; she relishes instead 
the idea of a freedom in which she will becomea poet. (Caney 165) 
. .  . .  
. ., 
. ~ 
Caney argues that Prospero!.~ releaie of Arielito becqink a poet' ihvolves 
Ariells rendering in return a period of service tothe master of the'book. For 'a 
. 
. .  . 
fullyear? Ariel must devote himself to Prospero's 'business'. Creative: use of 
language comes to the rescue of speechlessness, but at the price, for a time, of 
a new kind of constraint: imagination must work in the serviceof creative '. 
endeavour, and freedom comes 'after summer' when the cycle of work is 
. . 
. . 
complete. Further; Iarguethat for Frame;'service' is not merely the servitude 
. .  . . 
of apprenticeship in language, but a service . ,  . .  of witnessto the colle&iveon . 
. . 
behalf of those who,never become free. 
. . 
Part One of Owls Do Cry begins by reiterating this pattern ofconfinement 
followed by freedom that is conditional upon creative engagement with 
language: ?he day is early with birds beginning and the wren in a cloud 
piping like the child in the poem, drop thy pipe, rhy happy pipe' (ODC 9). The 
child . . 'in a-cloud'. refers to 'Infant Soriow', one ofBlake's . Songs . of 
Experience . .. 'My mothergroand! my father wept:/Into . . the dangerousworld . . I 
leapt:/Helpless, naked, piping 1oud:Like a fiend hid'in a clo~~a'(Blake, 
Co.mplete Poems,129). The second part of the quotation, 'drop thy pipe, thy 
happypipe' (ODC 9) is from Blake's 'Introduction"to the Songs of 
Innocence, which begins with the speaker's response to a child's injunction, 
.. . 
first to 'pipe a song' 'and then to 'sing' -an explicit instruction to bring 
experience into language: 
' Ona cloud I saw a child, 
. . 
.. . 
&d lie laughing said'to me: 
"Pipe a song about a ~amb."  
So I piped with meny chear. 
... 
. . 
~ r o ~ t h ~  pipe th) happy pipe, 
sing the songs . . of happy c h e ~ . , '  
(Blake, Complete Poems, 104) 
. . 
.. . 
The poem continues with the child's further injunction, not just to sing for . .  the . 
child alone, but to.'write' for 'all': 
. . 
. . 
. . 
"Piper Sit thee down and write . . ' 
In a book that all may read -" 
So he vanished from my sight. 
And I pluck'da~holl~w reed, 
. . 
And I made a rural pen, 
And I stain'd the water clear, 
And I wrote my happy songs 
Every child may joy to hear. 
(Blake, Complete Poems, 104) 
Through and alongside the savage irony of introducing this - a story thefts of 
. ~ 
becoming, of characterscorifined, burned,silenced, drivemmad - as a 'happy 
song', Frame is; neverthiless; also introducingOwls . 
. DoCry as a response to a 
command to setye a collective need. She is signalling that she is about to 
embark on what will prove to be the construction of a practice of writing that 
. . 
will affirm the child's possibility of finding aline of flight from the 
. . 
'dangerous world''into 'happy chear'; After enacting a passage through the 
dangers of available language, this writing practice will posit a 'Contrary 
State' of innocence 'where the bee sucks', not as a prelude to experience, but 
as its hiid-won . consequence; . . . .  a state where the 'after summer' world of . ' 
. . 
mortality, uselessness, decay' can be incorporated without negation., , . . . 
. . 
Owls Do Cry obeys the imperative,for those Who do find a way through to 
. , 
this kind of innocence,t? 'write1in.a book that all may read', fabulating ines  
of flight, making experiments in subjectivity for 'every child'. despite 
. . .  
everything, it is a 'happy song' in the sense that it is made by one of the 
fortunate, who, against the odds, has suri-ived to find a voice, and who can 
theref& , .  . . . point to the possibility of recovery from the . . theft of becoming, both 
in general, as a human potential, and in'particulg, saying,'this is how I did it, 
. . 
under theseconditions': There is no evasion of how dangerous theworld . .. . is; 
(noni of the book's central characters; the Withers children; suhives . : I .  
. . . 
, . 
psychically), but thkitorytellei does livk to fulfil the injunction of the chiN in 
Songs of Innocence, passing on thepossibility of speech, of lines of flight, a 
. . 
possibility that 'every child may joy to hear'. 
In Owls Do Cry, the 'airy Spirit' of the book's subjective voice is still very 
dose-to its entrapment withinthe confines of 6rth0doxy;is'it.tells . . 
,. 
. iisstoees . 
. . 
. . . 
of confinement and:failure to find linesof flight out of 'the dead foom7 (ODC 
. . 
9j: The adjacency that is achieved, however, is that of ~ r ime . the  surviv6r;the 
storyteller, whose presenceis hinted at in the bookonly obliquely, as 'when 
. . .  
the adultToby Withers . cries . out to the river thatis the only witness to his 
... 
thoughts, 'Keep flowing then, and be damned. Bur speak for me' (ODC 91). 
Frame has said that 'one of the fascinations of writing ... is in the coding of 
what is written to describe what is not-written' (Mercer; Janet ~ r a m e ,  viii). 
While referred to only0bl.iquely . .  . .  in Owls.Do.'Cry, this dedi'cation . . to actingas 
witness to the fates . of . the psychically (and sometimes in consequence : .., ,' 
physically) 'dead! is explicitly stated again , arid.again . .  within the narratives . .  of .
later novels . ~ as a major motivation of the writing across the body of Frame's 
work. 
Already in the second novel, Fates in the wafer (1961), Frame writes the role 
of observer-as-witnessinto the character of Istina ~ a v e t ,  who tecogni~es . in . 
the 'wild voices' of the world of becoming-mad outside theman-standard the 
. .. 
. .  . .  
poisibility of . ilanguage . adequate to her experience, one that, bkcauie it'says 
. . .  
nothing ... permits saying [and] Forthat reason :..'is a tnie''beginnirigW' 
(Certeau, Hererologies, 99); When at theend of her narrative Istina eventually 
walks free from the asylum, she clearly describes her story's origins in a sense 
of responsibility tospeak: . . 
. . 
I was going home ... I looked away froni [the other inmates] andhied 
not tp think of them and repeated to myself whatoneif the nurses hid . .
. . .  . 
told me, "when you leave hospital you . . mustforgetall~you have ever' 
seen, put it out of your mind completely asif it never happened, and. go 
. . .  , 
. . . .  . 
and lifea normal 1ife;in the outside world." . . 
And by what I have writtenin this document you wilJsee, won't you, 
. . . . 
. . 
that I haveobeyed her? (FW 253-54) . . 
The following year, the narrator of the next novel, The Edge of the Alphabet 
(1962);Thora Pattern, . . is justas clear about hermotivation forattempting to 
. . 
. . 
spe&,'She isdriven . .  by . her senseof the presenceof those who have n b '  
. . 
su,rvived and who refuse'to allow her to 'forget all she has ever seen': 
. . .  . 
. . 
. . 
. now I walk.day q d  night among the leavings ?f pedple, places and 
. .  . 
moments. Here the dead, (niy goldsmiths) keep cropping up like daisies 
. . . .  . 
with their floral blackmail. It is nearly impossible to bribehem or buy 
. . 
their silence. (EA 3) . . 
.. . 
. . 
. . 
. . 
Thora's seafch'for speech is a collective one, her voice both of and with 'the 
. . 
. . 
dead :.: like s,tray dogs that have picked up a scent .;:they will follow until it 
leads . . them home :.. One day we who live at the . .  edge . of the alphabet will find 
. . 
ourspeech'(E.4 . . 302). Similarly, in Scented Gardens for the Blind (1963), 
Vera Glace's q~iestto 'find the door into speech' (SGB lo), begun on her own 
account, iscontinued on behalf of a deathlyfamilial~mi&ocosm'of which Vera 
becomes aware as she carries out her search, and whose chief casualty is a 
daughter whohas stopped speaking. As Vera puts it: 'as part of my solitary 
. . . 
wiy of life I alsohavea silent daughter' (SGB 156), in a ' ~ o u i e ' d a t  ikparates . . 
itself from the Cosmos Bnd becomes the fetid hdme df the neuroses, the family 
house, when.feeling'is separated from whatit can do'(~ourabichvili'l99). 
. . 
. , 
. . .  
Two years on, the narrator of The Adaptable Man (1965) restates the 
collective role of the 'witch-novelist' in 'mixing a caldron of uneatables for 
others to observe, admire, shrink from' (AM 3), in the course of maintaining 
her concern with the fate of the 'dead' -the 'ill-arranged, unproductive, 
superfluous,' in 'an age which can be symbolized by an immense sewer where 
the dead aie drained-discreetly away.' (AM 54). The following year, A State of 
. . 
Siege (1966) also refewto the.collectiverole of the creative worker. via the 
. . 
character of Malfred . . .  Signal who . . searches for B 'new view' to presknt to btheis 
. . 
as well as to herself. Malfred has been a high school art teacher whose' : ' . . 
paintings 'were prized for their water-colour likeness to the original scenes' 
(SS 5). The novelis concemed with her recognition, at fifty-three, of the 
. . .  
creative silencing of young girls in which she has been complicit, 'persuading 
sch6olgirli to "match" the sides of shovels and vases, to make distant 
. . 
mountains distant, near faces near9,and with her decision 'to rearrange her 
. . 
own "view," set against the measuring standards ... of the "room two inches 
behind the eyes"' (SS 8). 
Fraine's concern with the writer's responsibility not to 'forget all she has ever 
seen' of the theft of becoming, and to offer the collectives possibility'of 
. .  . 
becoming-changed, also has its reflexive counter-concern -that ofthe 
responsibility of the collective vis-tvis the artist, and this is presented as a 
parallel concern in the next two novels. The novel that follows A Stateof 
Siege, Yellow ~ l o w e r i i n  the Antipodean Room (l968), published in New 
' . 
Zealand as The Rainbirds; placeithis reverse responsibility of the collective 
to the artist alongside the responsibility of the cieative user. of language to the 
collective. Its major character, Godfrey Rainbird, is presented as an observer 
of New Zealand life from the outsider-position of an immigrant. Having made 
a voluntary change in leaving England for New Zealand, he undergoes a 
second,involuntary transformation (as discussed earlier, this is Frame's' 
hallmarkof entry into writing subjectivity). This second change - 
experienced as a death by him and others - marks him out and causes him to 
experience his world differently from those around him, and toreflect his 
changed experiencethrough the discoveryof an 'icyspelling' that sees 'the 
. . 
. . 
word and its lining' (YF 159). As a consequence of the transformation he 
undergoes, he is persecuted by the collective. He loses his job, his children, 
his marriage, is treated as infirm in body andlor mind, and is then held 
responsible ('Putting himself about as a cripple when he's as healthy as the 
next man' (YF 220)) for these changes in the way heis perceived. Yellow 
Flowers, then, (perhaps not coincidentally published amid thecollective 
euphoria of .the summer of love), raises a question articulated later in 
Daughter Buffalo -an artist may win through, find lines of flight out of 
standard subjectivity, but 
. . 
what ... of the dead novels and poems, the murdered words ... the 
. . .. . .  . 
.. . . 
volcanoes whose lava buried another life in me, cities I nivir 
. . 
. .., . .  . 
. . 
kneW,/~p&klingcities with.towers and jewels; the earthquakes which 
. . 
. .  . . . 
. . divided me, my time, my life, my sex.-(DB 175) 
What, in other words, of the counter-transformations for which the collective 
is responsible? Yellow Flowers is a sustained cry of protest at the loss and 
waste of observer-potential created by collective resistance (whether external 
or internalised) to artistic endeavour after initial breakthrough into becoming- 
changed: A year later the next novel, IntensiveCare (1970) reiteratesthiscry 
as it personifies collective r'epression, in the characterof Colin Monk, of the 
novel'sobserver figure Mill'y Galbraith,another practitioner of 'special .. . 
spelling' (IC 242):Colin~Monkis State-appointed enforcer of the Humin ' .  
. . 
. . 
. . . .  
Delineation Act, which determineswho shall be consideredhuman and who 
will be deemed to be. ananimal. With his 'notes L. on the time of the fires in 
Wgipori city' (IC 342) after HumanDelineation legislation has been enacted, 
he acts as akind of terrible inverse of figures like Istina Mavet of Faces in the 
Water, witnessing to the suppression . . .  of any 'new music' that might be heard'. 
. .  . 
. . 
in:i 'Gild' (IC 223) voice such as that of the writer Mitly Galbraith . . .  who'ises 
the 'special spelling'of her 'own language' . . (IC 242) to confront available' 
language. The journal-keeper Mi1ly;as well as being an exponent'of new 
language, is hirself an observer-witness who enacts a sense of responsibility. 
. . 
to the collective, writing her 'story about the Deciding ... to show everyone it 
is not right to decide about people, that dreadful mistakes are made that 
cannot be undone' (IC 232-33). Milly Galbraith's joumals, after she and all 
her family have been killed, do in fact prove to be the means by which the 
Colin Monk, as representativeof the collective, is brought to realise . .his ~ ' 
. . 
'dreadful txiistake'. After reading the joumals and showing them to his 
. 
. .  . . 
. . 
colleagues, he describes 'a strange sense Of overturning, renversi ... I could 
. . 
~. 
. . 
. : 
feel the spring of beingrind feeling and moving as it was . . released' (IC 334). 
The next two . . ndvels, ~ a u ~ h r e r ~ u f f a l o  . , (1972) and Living in the ~ a n h t ~ t o  
(1979). mark a return to a foregrounding of writer-charact& who articulate 
. . 
190 
?' 
their sense of responsibility to those who have lost their speech. Both novels 
place animal-girls within the text.as figures of theft-of-becbming, to whom 
.writer characters feel .~sponsible and who provide motivation for the work:In 
. ~ 
. . 
Daughter Buffalo, the writei Turnlung chooses ashis 'daughter' a buffalocalf 
. .  . . 
. . .  . .  
from New .York's'Central ParkZoo; who stands in the enclosure withher 
mother, looking 'as if they'd been offeredthe world; the earth and the sky, 
and they had to refuse, and couldn't explain the refusal' (DB 113). His ' ., 
writing, then, will be herinheritance and that of the disenfranchised collective 
who have 'immobility and ... bewilderrnent'wearing away their lives' (DB 
1'13) - writingis what he has to offer, so that they 'shali not be tricked or 
. . 
threatened.by words:'IDB 147): Andin a move comparable to that of the. 
. . .  
'overturning' . . experienced . . by ~ o l i n  Monk in Intensiv&Care, Talbot Edelman, 
as representative of Collective enforcement in Daughter ~uffalb,.finds that . he .
has 'leased part of [his] life and memory' (DB 202) to Turnlung ind his. 
animal-daughter. Writers' acceptance of responsibility to speak with and from, 
the 'dead', Frame wouldseem to be saying, does bring about changes in 
. . 
collective response, even if only after 'dreadful mistakes are made that cannot 
. . .  . . . .  . 
. . be undone.' 
. . .  . . 
In Living inthe Maniototo, twin wolf-girls, Lia the agency of a third who . . is 
closer . , inthe narrative's time (the writer Mavis Halleton/Alice Thumb heark 
. . 
. . 
. . 
about Adelaide Garrett, lycanthropic daughter of thecouple whose'worldly 
goods! she inherits, and is reminded . . of the twins), act as b6th donois and' 
inheritors of the work of the writer, exerting on her their 'immense influence 
from a distance of time and space' (LM 123). These characters are hieratic. 
figures embodying the experience of 'death: that the writer 'can't ever forget' 
(LM 122) (Adelaide Garrett is lieqlly dkad, and the Martin twins are ' . .:. 
. . 
incarcerated), andthey exist in the text as indexes of writing as witness. They 
appear from nowhe're,in@oduced without preamble or explanation,and . . 
disappear . . once their presence has been registered. The mult@licity of the'se 
. . 
animal-girls, or in the case of Daughter. Buffalo, the fantasti~alstran~eness, . . 
announces the nature of their roles. 
As discussed in Chapter Two and Three, this image of the young animal-girl 
provides a motivating . . .  figure in theunfolding of Franie's writing's~bjectivit~, 
andas I &'arguing now;~such~motivation extends to include asense o f '  . 
. . 
collective . .  resp6nsibility:So . it is then, that in the f;rst.volu&e of . .  . . 
autobiography, To tht.1~-Land (19831, Frame offersas ohe'of the 'most vivid' 
. . 
of hei earliest memories that of 'the golden beaitie in a velvet coat grazing :: 
near the fence - and of myself wearing my most treasured ioisession,.a 
golden velvet dress, which I named my "beastie" dress' (TIL 16). Later in the 
same volume, she describes herself as being 'haunted' by a rhyme learnt in 
her early childhood: 'Hark hark the dogs do barklthe beggars are coming to 
town:'/Some in rags, somein bagsJand some invelvet gownl(TIL 34). . This . 
. . 
rhyme, shesays, 'became confused in my inind'with the beggarsor 
. .. 
'swaggen' who'yere :coming to ask fo r . food ' (~1~  34)at the dooiatthik 
. . 
time; during the Depression of the 1930s: 
I'd think of the beggars and swaggers in rags and bags and beastie dress 
velvet, pursued by the barking . . .  dogs. I had been impressed, too, by the 
tales Mother told us in our Sunday Bible reading ... she explained that a 
. . .  . 
poor man might come tothe doorand be refused food or even havethe 
. . 
. . 
dogs 'soo1ed"on to him, and lo! tie would turn out io beyan angel in 
disguise or even Christ himself. (TIL34) 
. . 
Frame places the animal-girl dead-centre of this narrative in making her an 
autobiographical subject, and at the same time she identifies her with the 
collective world of the beggars and swaggers; to whom a responsibility is 
owed, and who possess the 'secret . . riche~;.. of 'The kingdom"' (TIL 35). Thus 
. .. 
in a'single movement she installs the"beastie'-child as a singular and a 
collective, figure who is.both origin and goalof her writing practice. 
. . 
. ~ 
. .. 
The novel The Carpdiiaris(1988) which follows the'volumes of 
autobiography, in keeping with its action of sunu%arising subjective moves , ..
made to date throughout the body of Frame's work, echoes this combined 
singular and collective figuration of becoming-animal. Again it is offered as a 
motivating impulse and responsibility both towards and from the collective, 
with regard to thecreation bf new subjectivities thyugh writing. Thetext 
. . . .  . 
introducis the niute figure of Decirha James, fifteen-ye&+id autistic daughter 
. . .  
. . 
. . .  
oftwo of the nove l ' sch~c ie i s ,  Gloria &d Joseph James. On thebrink of 
.. 
adulthbod, she isabout td Suffer the banishment into oblivi@in that occurs. 
when, like 'pop stars, puppiesand kittens' the autistic 'lose.'attention' (TC 72): 
. . 
As asilent girl-child, Decima; who has 'never spoken' (TC 73) is f-liai 
from . .  earlier . novels, and in The Carpathiam as in earlier works she is a figure 
of that which the writer 'can't forget'. Decima James suminons the subjective 
. . 
expeiience of isolation, 'unknown by herself or anyone' (TC 73) likethe ' ' . 
mystic'in searchofspeech . .  . quoted 6y'Michel de Certeau who says ; I t  is a 
. . 
difficult ind tioublesome . . thing for asoul not to understanditselfdr to find 
. . 
none who understand it' (Certeau;'Heterologies,.88). In pointing to this 
'difficult and troublesome'experience, Decima also summons the writer's. 
. . 
sense of responsibility to find speech so as to 'understand', to offer' hope that 
those 'on the edge of the alphabet' can know and be known. 
By inc1,uding this reference to the 'puppy or . . kitten1-girl as 'unkown' in he! 
. . 
speechlessness, Frame articulates the responsibility . of . .  the . writer . to 'know' as 
part of her role of writer-as-hypotenuse, one who stretches under, under- . ' 
stands. And in a further move which foregrounds this role; z'hk.carpathiais . .  . 
(1988) makes the collective, as embodiedby the people of Kowhai . Street, . .  , ' 
. . 
Puamahara, the subjects'of thefts of becoming to whom the text's writers are 
responsible. L i e  the 'barking, yelping, whimpering' (LM 122) of the wolf- 
. . 
children of Living in the Maniototo, the cries of the people of the town, 
suffering the collapse of language "nder the influence of h e  ~ r a v i t y  Star 
signal theii participation in i 'rage' to coymunicate,to which the writer 
Mattina Brecon responds. From her earliest to her most recent work, ~ r a m e ' s  
. . 
texts.articulate an understanding that savingher own life involves remaining . .  . 
aware of'the dead'. 
And so I reid Frame's work for. the first time 3 a khild and the sensations she 
creates encircle me, letting me hear, at the moment of its transformation, the' 
flat timidity of the speech that is available to me. Her narrative structures and 
the figures'who inhabit them @e places where Ican hear new patterning in 
language; changes intone aid pitch that say pay attenlionhere -Frame's . . 
,stories accomplish shifts of emphasis like those engendered by the 'lines in 
red print' shedescribes from the red-letter Bible of her childhood, saying 'it 
was years before I learned to respect the small words, the hinges and hooks' 
(Alley and Williams 42). These stories, these characters and the language that 
constructs them, point to the possibility that meaning can reside in the texture 
and alignment, the echoes and replications of words and images. They turn the 
. . 
idioms of my world into "'wild" voices'frcim the treasure-realm outside use, 
so that I recognise in them something adequate to my experience. Frame. takes 
. . 
. . 
the speech of my home town and makes of it a 'new music ofcurse and cry'. 
. . 
Like the mystic poem described by Michel de Certeau, Frame's writing 
: practice turns standard language into 'a cadenced repetition, "generative . . 
palilogy," subtle glossolalia', which, 'doesnot stop at deconstructing meaning . 
and making it music': 
it is what allows the very production of meaning. The "taste for echoes" 
. . 
. . 
awakened by the poem leads one "to seek a semanticconnection 
between elements nothing binds together semantically"; it makes 
' possible the indefinite prolongation of this semantical research as an 
echo effect. It says nothing. It saying. For that reason, it is a true 
"beginning". (Certeau, 1986,99) 
At my first encounter with her writing, Frame inducts me into the world of 
writerly language in the Barthesian sense, different from anything I have met 
. . 
before,:demanding that . I participate . in the production of meanings. Up to this 
point,I have been a willing captiveof readerlylanguage, pGsively housed 
and clothed and fed by it, finding riches in thesmell and dark comers of its' 
houses,the texture of the velvet dress, sharp taste and full belly, 'the literature 
streaming through', as Frime describes it, 'like an airay of beautiful ribbons 
through the branches of a green, growing tree' (TIL 43). Before reading 
Frame, my longing to write has been a longing to replicate the comforts of 
reade~ly experience, to move from reading the readerly to writing the 
readerly, in order to 'anchor that worldwithin this everyday world' (TIL 48). I 
. . 
havewanted to imitate early, comforting mentors, knowingthatif I try; if I, 
persist and havetime and luck, if I become a skilled tailor,,nothing could 
clothe memore warmly, nothing could fit better than 'animagination that 
would inhabit a world of fact, descend like a shining light upon ... ordinary 
life' (TIL 126). Happy, the readerly life; our words, our gardens and children 
and work, the food we prepare, even its tension and challenge all a sunlit 
mirror. 
Writerly texts as exemplified in Frame's body of work reflect something like 
what de Certeau describes as the 'initiation into the reality of social practices' 
(Certeau, Heterologies, 41) . experienced . by those who undergo torture, in that 
they enact a 'passage from what is said outside to whatis practised within' 
(Certeau, Heterologies, 41). It is a movement from readingand writing about. 
the world andourselves to feeling ourselves writing ind written within it, 
located in those changing collective patterns called myth, 'recognisable as 
long as thehurnan brain holdssome stem (of crystal, bone, iron, stone, 
. .  , 
gossamer)' (TC 126). 
Feeling herself to be folded into language, formed by it, the writer gains 
agency, knowing herself to be an active feature of 'a real that is no longer 
guaranteed by a Father' (Certeau, Heterologies, 43). When Frame enacts 
through her writing .the experience of being relegated to the status of other, or, 
as she says in an interview with Elizabeth Alley: 'For many years I was a 
third person'- as children are' (Alley, Inward Sun, 40), she both confirms the 
experience and repositions 'the lonely, nude I' (DB 175) that is its subject, in 
'a movement that is  neither denial nor perversion. It would be something to 
. . 
the effect of: "I am only that, but so what?".;. There is some real that 
survives' (Certeau, Heterologies; 42-3). As Ian Buchanan argues in a 
discussion of the value of 'appropriation3 in ~e l ehze  3s 'a path to freedom': 
If the prisoner is & other, then what must be found is a means of 
. . 
expressing, simultaneously,.otherness as &insular identity with its own 
sovereign power and otherness as a deplorable state of oppression ... an 
imprisoned person cansimultaneously conform, to imposed ''foreign', 
order and subvert that order. Becausethe social structure defining the 
parameters of people's lives - oppressed or othenvise- has to be 
enunciated by them in order to be actualized, it is always available to 
appropriation. The passively formed subject is always becoming active. 
(Buchanan, SAQ, 488) 
What Frame offers is the possibility of extraordinary relief, not to have to live 
in either capitulation or denial, holding up the world by an effort of will, 
holding out the dark by constructing, containing all meaning within the little 
circle of quotidian consciousness. We can breathe again, having lived in 
language a movement from meaning experienced as given from outside, to 
meaning experienced as constructed from within, to meaning given and 
received as a conversation. We discover that we are part of a process of 
making meaning, not because the 'real that survives' exists for us; on the 
contrary, it is its 'otherness. ... from which neither a,id nor justification [is] 
forthcoming, towhich [welare no use and could not offer [our] services' 
, . 
(Certeau, Heterologies, 43), which guarantees that we are not alone. We are 
part of it, this 'real'that is 'other' in that it is wider than any subjectivity we 
might currently inhabit, and in recognising this, we become agents of the 
meaning of our own existence. This is not an existentialist huff - Father has 
gone so we'll have no meaning -but a choice to invest the world with 
patterns and motivations through our stories about'how things are, knowing 
they are our stories. 
Why is it that the experience of the 'other real' to which we are 'no use' and 
which offers us 'neither aid nor justification' can nevertheless be one that 
allows us to hold out against annihilation, even gives us the feeling that it 
bends towards us with something like love? I think it must be because, always 
extending ahead of us into the realm outside available language, it figures for 
us -and perhaps exists . . within - the world of bodily experience, in the 
tenible faithfulness of the body that 'bears . . witness'insilence, flames and 
. . 
irnmobility"(EMC.10l);continuing to breathe in and breathe'out for is long 
. . 
as it can.The body goes snuffing ahead in thedirk; it is expert in languages 
. . .  
foiwhich we do not even know-that a vocabulary exists; it knows everything 
about whai it is that rides . us. . My body is the animal helper that is me if only I 
willnotice it, learn its needs and its wayof being in the world. It is capable'of 
. . 
responding to and withinlanguage, butit is also capable of widening the 
. . 
~. 
matrix within which language exists, or of widening the range of materials . . 
that make up the text. And thisis also the range of matter we haGe at hand 
, . 
withwhich to make up our stones of how things aie. By living as a body that 
. . 
iscdntinuo"~, cbntiguous with the universebf language, weare'ibletd tell' 
altemativks to the story of self locked in the back.ward of the lonely nude I. 
~. . 
. . 
Expanding the notion of speaking and listening to include the possibility'of a 
. . 
story in smell or touch radically revises the speech with which we describe the 
world. For this reason, perhaps, a major theme of myth everywhere is the - . 
necessity to make friends with the animals, because without . them .. the 
. . 
transforming journey is impossible. Repudiation, betrayal of the bodily self is 
. . 
at the heart of failureto cross over, cross out of the back ward and into . : 
renewed coiiersation with the world. -And what brings about this repudiation 
. .  . 
is that we feel the necessities of crossing as betrayal by the body; to find' 
. . 
ourselves uttering that 'birking, yelljing, whimpering7 (LM 122) that isa- : 
reformulation of the world is an experience that can be mistaken for loss of 
. . 
langudge, possession by something that wants'to drag us back down, wrestle 
. . 
us intodarkness and silence. It is certainly posiible to respotid to the threat of 
an experience that is 'hard to think of ... as human: (LM 1231, by binding it, 
it out of sight somehow,smoothing away, drowning it, even at the cost 
. . 
of having to put up with 'nowandthen:..a wet ... shape withteethset in a,, 
skeleton snarl, rising to the surface' (TIL 52). 
. . 
. . . .  
. . 
. . 
That which is bodilydoes not desire to 5nng language to end, recognising 
. . 
as part of its landscape 'a word here, a word there; a planet or star or two .. . . 
above the prairie'(DB 147). It shares the momentof crossing over, the liminal 
point where light becomes confused, . . .  dazzlingly bright or insufficient, 
. .  . 
. .  . 
. . .  
'howling with an unearthly notelof searching and despairi (TC 126j its 
experience ,. ofthe .. physicalconsequences for a self inneed Of. new stories. At . . 
. ,  . 
this moment the body becomes agent for the stupid bird i f  soul that has'. 
leained to feel itself as separate andis at risk of being 'destroyedas those 
birdsare which fly unknowingly, blindly, into skyscrapers and passing planes 
because they are unable to grasp the fact of their Substance' (DB 114). In 
bringing its knowledgeof needs and processesof connection - that which 
comes from living ascontinuous surface -.eating, drinking, breathing, the 
body canextend-conception of what is possible; literally.feeling,se~sin~ . , its 
. . .  
' I 
. . 
way through new.story. .  Arrested crossings are thosein which al'liance failed . . 
.. . 
or wasfefused; when thihomely firesconsume u s m d  thestorythen'is qf a .  
'soul ... confined . within' . (DB 114), locked inthe back ward of the lonely nude 
I, a 'body without organs ... already under way the moment the body' has had 
enough of organs and wants to slough themoff, br loses them' (Deleuze and ' '  
Giattari;.Plateaus, 150). The skiletin snarl will rise again &d again f& as 
long as it takes to regise that . . what we seek to rid ?u@elves of, what we 
assume . . we can jettison is our capacity for 'bewilderment' . . (DB l13), a ', 
signalling of  andorienting into niw language fora new (to us) worid. We 
cannot 'get better if [we put our] mirids to ity(TIL 72), indeed the last thing 
MI? ca i~  afford to do is put our minds to it, attempting inour death studies to 
. . 
become vivisecto(s, stubbornly mutilating the steady presence of whatever. 
exists on the edge, at the crossing-over out of our experience of the human, in 
order to confirm the storjes we already tell, bringing . what . is out there back 
within the boundariesof the known. We must simply endure the moment of 
loss, . . of burning away, a time when it is hard to think of ourselves as human, 
. . 
learning as we are the elasticity of things, trus&ig'that with time, with luck; 
. . 
the'thread of some new music will be audible.Then w e  will . . beable to bring 
back new'stoiies about what it might be'to be human, notto theold world - 
that is gone by virtue of. our newexpeiiencebf o ~ e 1 v e s . -  but to the world 
of language. We will have become the Envoy, able to travel to the terrible'. 
place ofthe Midas touch . . and retum; a body that is also angel, angel that is - ,  
body; a unity, in the act of story, of living and expressing. 
What Frame offers and invites us to . . participate in as readers and as writers is 
. . 
. . 
language that burns. For her and with her, the discourse h& moved on - . 
. . . . 
. . 
stories that oncesatisfied now proLide no shelter, no velvet, no'full contented 
mouth; the greatest loss is not the loss of thesecomforts but of the assurance ' 
of rescue - what used to work is no longereffective.'Burhing is the place of 
crossing over from the readerly to apprenticeship' in the . writefly, . entering 
into conversation - :having one's being in or airiong' awareness of the 
operations of language: Gone the sunlit ivorld in a'.@uff of smoke, . burned . 
away by death, bodily death or any of itsproxiis: incarceration, hunger, 
. . 
. . 
. .. 
. . 
. .  . 
absence; mutilation, the unresolvableending of some life-deep hope. Frime's 
. . 
. . 
practice enacts the shift- she writes like an angel;a ~ i l k e a n a n ~ e i ,  terrible 
. . 
. . 
as the lightning that shredded her own sky,shock,that erased all but its own 
. . 
indelible memory.Her writerly use of language makes literature a practising- 
ground, a place to experience new selves any moment in history dehmds we 
become. Building on itself by means of extensions, launching itself from some 
point reached in a previous construction, the work is a record of the 
experience of time, the new always constructed from elements of the old, new 
shoots from theplain of ashes. Frame practises dying in the deaths . of . her . . . . 
characters, the taste, the feel of loss, disintegrati0n;the flash 'which, frcim the 
. . . . 
beginning of time, gives a dense a i~d black intensity to the night itdeniei' ' '  
. . 
(Fouiadlt, Language,35). She . . sits, savage angel at'.hir table, . . and sits me kith 
her as I iead, sending the bolt through fictional lives - what shall I give ybi? 
loss of speech? of hdme? of lover? of m e m ~ r y ? ' ~ I  send disasters so that. , . 
y o d  can tell of them; let us wrestle till break of day, we will both by then ', 
have 'suffered or enjoyed shocks'and s u r p r i s e s " ( ~ ~ ~  83). This is the arena, 
the field of 'death studies' where again andagain the angd tries on humanity, . . .  
, . 
discards and tries on asuccession of lives, 'squamata, sauna, serpenres'(DB 
. . .  . 
212)'in the museum, the sanctuary6f memory which-is imaginition, .;. 
imagination which is memory. 
' Charles Stivale l h m r i r ~  praiti~es of becoming in vrms of Dclclue Ad G u g r  idea of apptcnuwhip b g h  ,
'friendship, or inkme- (working with or bctwen each Mhcr), and a rclationship with "k,dutsidcm based on 
inrcm~sseurs (medialon) [which] "can be people ... but things ua ... Whcther,they'r. real qr imagimy, or 
inanimav;you h a k  m form your own rncdiaton"' IDclck. Negolicuiow, 1251 (Stiv.de 518),, 
Crossing over into writing, Frame invites and warm, is a violent abduction 
into .. 'a . territory of loneliness which:;.. resembles that place where the dying . .  
, . .  . 
spend their time' (AMT 96). Our desire becomes our necessity we must 
spin for dear life out of our own'bodie's ind what comes to us fromthe world, 
.not replacements for what-is lost but something entirely new, never i g d n  ' . 
taking or making that which does not contain some living tissue of our own 
that will 'quiver, being touchedor even glanced at' (AMT 185). The place we 
-are in is a new language, 'dislodged from the literary world'and housed with 
. . 
the a n i m a l c n e s , ~ o r i g  . . the first earliest deathS'.(DB 75), where words . are . ,  
parts of speech' along with silenceandfor a moment, in itsskinlessness, the 
. . .  
self is co:extensivewith the world, the gaze inclusive: 
a unique point of view that is a nightmare, a treasure, and a lifelong 
possession; at times I think it must be the best view in the world, 
ranging even farther than the view from the mountains of love, equal in 
its rapture and chilling exposure. ( M T  96) 
This place of great danger is what Frame offers as payment and consolation to 
thecollective from which she emerges and (be)for(e). whose membeisshe 
. . .  . 
speaks. In thisplace - the writerly realm withits '~idas'effectl- it is 
impossible to li\;e, but if we:survive our sojourns there the eiPerience s&is. 
as a touchstone, an org'anising principle. Language, faithful,bodily,with the 
. . 
persistence of cellular life, begins immediately to reclothe, to make familiar 
what is around us if we enter this place, but from now on we will be unable to 
forget that instant in the speechlessness of loss, when among sounds 'like the 
first criesof thosewho had never known . or . spoken words :.. there came a . 
. . 
hint; an inkling.of . . .  order, a small stiain recognisable as music"(TC 126). And 
our lqriging even Bfter language has doneits work, filling the gap's to givkus 
. . 
seamless shelter, is to return to that place where our words (ihat is, our . 
. . 
sounds) and the sounds a id  silences of the world become words in a kent'ence. 
If Frame's writing shows evidence of a sense of indebtedness towards, and 
. .  . . .  . 
awareness of responsibility.to the collective, my experienceis that this sense 
of a b d y  of workinformed by urgentnecessities has been a powerful source 
. .  . 
. . 
of change for me as a reader. That this:experience of ~ r a m e ' s ' p e k u l i ~  
. . 
capacity to iouch the lives of her readers is shared by others, 'and particularly 
by other writers,has . .  been . repeatedly borne out by responses to her work. An 
. . 
instance is provided. byThe Inward Sun, a collection of written respdnses . . . '  
edited by Elizabeth Alley for Frame's 70" birthday, comprising thirty-eight 
personal accounts - twentyrthree of them from fiction writersand another 
. ~ 
eleven from academics - mostly coming from New Zealanders of both : 
,. . 
. . 
European:and Maori descent, expressingthe ways in which ~rime's'work 
'has . . changed the lives df so'miny of her readers? (Alley; Inward Sun, 2). 
What contributois'describeagain and agriin regarding their encounter with the 
work is a sensation of amazed recognition followed by an experience of 
empowerment. In part they attribute this to the discovery, in reading ~r&e 's .  
writing, of what Barbara ~ndersbn  describes as a 'world nobody knew 
anything about' ... but me. A cquntry of childhood ..: given the authority and 
permanence of print' (Alley, Inward Sun, 108). All affirm that ~ i m i e ' s  vision 
of childhood draws miich of its powei from G a b ~ o l u t e  refusd of . the . . ' . 
saccharine. As Fiona Fairell puts it: 'Here was someone who tookho&ors 
whidh squirmed in my own.mind, and turned them, mi;aculously,'into 
. . 
. . 
liierature' (Alley, inward Sun, 125). This is not simple recollection', but a 
synthesis'that offers readers both the sensations of 'treasure'-experience 
permissible only to children in the culture she constructs, g d  . the . sensations 
. . 
of the theft of this treasure and the revoking of permission. For'the young, the 
. . 
in-love and the defeated in love' as Gregory 0 ' ~ i i e n  says - for all of us, that 
. . 
is'- 'the wiiting iscapable of filling a need. Becadse her work so urgently 
. .. 
rises out of a need"(Alley, Inwaid . . Sun, 80):Againand again Fraine's power 
. . 
. . ~  
of sensation, observation, transforination'inwntingis acknowledged as a .': 
source of potential for change, . . by a prweSssuriunarised in the words of ~ i o n a  
Kidman, who says: 'I saw my own face in thedeep water ... it became . . . 
possible to think'through what, before, had been unthinkable' (Alley, Inward . . 
Sun, 69). And by extension, another facet of the sense of recognition and 
. . .  
empowerment arises from a realisation that when 'her polyphonic texts 
. . 
awaken countervoices'. kAnnaGrazia Mattei puts it, making itpossible to 
. , 
. . 
think the unthinkable, 'daring readers .:. sometimes ... even embark upon 
speech' (Alley, Inward Sun,-181). '~ear ing a secret cadenceof my voice in, 
. . 
yours' (Alley, Inward Sun, 38), Lauris Edmondand others can conclude with 
. . 
Keri Hulme, ' A  book can be written by someone who lives here./You can use 
your own language./You can write your own story' (Alley, Inward Sun, 1 9 7 ) . ~  
It is perhaps unnecessary to state that a tribute such as that composed by The 
Inward Sun from writers to another writer. is unusual; and in this case one that 
marks a collective recognition of agift Of empowerment relating to the 
creation . .. ofiubjective 'room' in voiceand in place. Accounts in the col'iection 
. . 
affirm the possibility that wi thg,  and Frame's writing in particular, can both 
affirm experience for readers and writers and turn it into a line of flight - we 
find our place on the page, and the page transforms the place we find 
ourselves in. We gd away and look again. 
Patrick Evans is a writer who approaches most effectively the circulation of 
' 
authority/recognition/em~owerm~nt that accom~anies readings of ~r&e'  such 
as those described by contributors to The Inward Sun -'personal iesponsei' 
that co,me from and are directed tow.ards a personage &ho is understood to 
model their experience of empowerment. This may be in part because, as 
Evans describes it, he has experienced being 'vigorously and efficiently 
rebuffed' ih his attempts 'to find 1. some kind of origin for her writing'., beidg 
: turned by Frame, he says, 'into a sort of critical paparauo' (Evans, JNZL, 
16-17); This respon'se to his attempts to historicise Frame's body of work has 
. . .  
forced Evimsto exanine her work as 'a project against history, against time 
' Jean-Michel Salanskis describes this effect in adirussion of Delewe's ueavnent of the function of learning: 
'Delcuze writes that it is after' ... the swimming instructor explains and demonsfrates the movemenu on sand that real 
apprenticeship begins, in the course of which the student combines his distinctive poinrs with those of the watei, and 
in a sense actualizes his movemcnu ... I, would say &.I wwhaver the descriptive accuracy of Deleuze's example as 
regards the personal elem?nt of apprenticeship ... I remain attached to the interlocutory space bf the hehuman act of 
swimming, what I express'is also the genius of a combination of gestures who% example I faiffilly follow. All 
1eohin.q is an undersfonding as well' (Salanskis 78). 
. . 
,itself3 (Evans, JNZL, 16) and to approach the 'Janet Frame' whose imagined 
accompanime'ni . . isimportant to readeri such as the contribuiors to  The Inward 
Sun& ta product ... hyperreal? (~vans ;  JNZL, . .  . 18) of her own writing; . . 1n the 
. . .  . 
. .. 
end, Evarisdonc!udes, ifis Frame's very invisibility; her hyperreality - the 
way.her1teits.often . . invite us to identify the writer-in-the-textwith the . . wiitir 
. . 
of the book! (Evans, JNZL, 18)so that she seems 'to offer herselfas a text 
. . 
outsideher own' texts, a text which we help to write' (Evans, J N Z ;  20) - 
. . 
that gives her writing its 'distinctive quality ... the capacity to reach into our 
. . . . .  
lives'and speak for us! (Evans, JNZL., 19): 
, .  . 
This Frame, then, 'who disappears into her own writing allowing us to possess 
. . 
andappropriateher, is thefigure who acts as both inciterand mkitor with . ' 
regardto writerly practice,'likethose writers she read as a young woman, of 
. . .  
whom she says, 'They may not have known it but they were companyfor'me, . . 
. . 
their very breath keptme warm and dispelled my grief (EMC 125). Her texts 
fill us with the restlessness and longing engendered by wiiterly work, and, if 
we embark on our own attempt to write, her ('hypeireal') presence acts as a 
promise that it is possible to live through the precipitate flight;of becoming- 
. . .  
changed. Conimunity of this kind, even (especial1y)if we never meet,,' .'. . ' . 
confinis a sense that the world contains others who want to write,t'hat it i sa  
valuable thing to do, that some have survived the terr9.n of this work whose 
prerequisite is 'to be at the t'emblepoint of loss and stay there, wanting to 
write, waiting in, not out' (LM 72). We grope through our own writing and. 
the writing . . of a written comin~nhy for hints, inklings of appriachesto . '  
writerly practice which leaves space for words-which-are-not-us,'even if we 
manage no more than.clumsiness, gaps, joins that point to words and silence . . 
of the world. And.when we klk about writing we talk-about 'coding what i s  
. . 
. .  . .  . . .  
. , 
written to describewhat is not written', and we say, with Frame '1 like to 
. . . . 
think'of thecontents of a book as a signpost to a world that is noteven 
~. 
. . 
mentioned' (Mercer, Janet Frame, viii). 
' As noted, in the introduction. I would orgue that this 'project against histmy' has a hismrical term in Frame's sense of 
her o m  cnablishment of adequate subjective ground, cvidenecd in her autholisation of Michael King's biography. 
forthcoming in June ZWO. 
. . 
Writing . community: . .  to build and maintain a sense of being supported in one's 
. . 
. . 
'urgent need' to create subjective bieathing space t h i o u g h t h e : c o n s ~ ~ i o n ~ f  
new selves in language. To hold in oneself, by creating for others, asense of 
. . 
. . 
. . 
solidarity, . . of shared poSsibility;Inan.essay on ~rame's writingas a'reflection 
. . 
of her survival strategies, the psychiatrist Ken Bragan uses ~ e i n z  ~ o h u t ' s .  
self-object theory as a way of approaching the organisation of the subjective 
realms she creates. Terms such as 'self, and phrases such as 'cohesion of the 
self which appear in the discussion which follows are used in this context - 
an examination of how it is possible to maintain a subjectivity that coheres 
around a determination to survive and bring about change in a hostile . . 
environment. 
. . 
. . .  
Kohut7s.terin 'self-object,. refers to '9 object that, or a who, is used by 
asubject in the service of the subject's self (Lichtenberg et al.122). Self- 
, . 
. . 
. . 
objects- our experiences of the people, places and events that give us a 
sense of 'cohesion and vitality of the self (Lichtenberget ali-131) - 'create, 
and exist in, an inner space which both holds and sustains the self (Bragan 
134). As an example of the function of Self-object as 'guardian . . .  of the self 
(134) Bragan offers the relationship in Intensive Care between Milly 
Galbraith and the Livingstone pear tree, which Milly describes . ~. . tis beihg 'like 
... some kinsiderate creature': . 
. . . . . .  
a place for me to be when there are not many places in the world just to 
be ... you can't leave any part of yourself in those other places ... but 
under the Livingstone pear tree I alway find myself waiting. (IC 2993) 
~ r a ~ i n  describes Frame's autobiographical writing as a figuration of the 
utilisationof self-objects in the service of survival.unaer adver'sity:.. . .  . .  
. . 
To the Is-land suggests the emergence of the self, the angel of An Angel 
at My Table can be seen as the presence of the self-object that 
establishes the self, and The Envoy from Mirror City becomes the self 
vbnturing out from its well-consolidated infier'world. (Bragan 134). 
. . 
Frame's writing and the :hyperreal' 'Janet Frame' who accompanies the work 
. . 
. . 
. . 
can be understood to act as self-objectk, as 'company'in the c o ~ u n i t y o f  
thosi whoare attempting to constnictselves in ivriting.agkinst the grain of' 
available language. But as Bragan points out, self-objects 'require some 
extemal representation, and replenishment . by . ongoing experience' (Bragan 
134) just q for Frame herself, he suggests, the material presence of 'hercopy, 
of Shakespeare' (Bragan 136) acted as self-object during the extreme 
deprivation of her years in hospital. In the same way, Frame'snovels, 
, .  ' 
. . .  
constructed by her as external:souls, houses,campson the plain of 
. . .  . . .  
subjectivity. are there for ustoo. . . 
Ifwe are to create a comm""ity.ofwriting arising out o'f responsiveness to the 
'immense influence' of the dead, iubjeits'if thefts of becoming - arising 
also-out of the d e s k  And necessity to sustain that response - how arewe to 
'replenish' in an ongoing way our experiences of the places where we 'can 
always find ourselves waiting'? One Saturday afternoon I go to a poetry 
reading a friend has told me about at a city pub. A few dozen people in groups 
orsingly, wearingtheirsubcultures . . on their sleeves, ranging . . from . just~out-of- . .  
school age toseventy-something. First an open skction,then a 'featured 
. . 
reader'. The session organiser takes the'naines of those who want to readin. 
. . 
the open section and one after qothei they go t i the  microphone. Much . . of the 
work is indiffeieht, some of it is wonderful. The response given to. 'bad' 
is as intense as that given io 'good' -silent attention . and . .  loud applause. 
What's going on here? I come.back another week, and another - the same 
quite large crowd of regulars, others who occasionally show up. Groups . . 
barrack for nervous friends; Some in the audience . , .  .. have-obvious~y.come . for a 
particularreader they!ve heard before. The same mix of work, Why is such .' 
. . . .  
lack of discrimination tolerated, I ask my friena - hbw doesthe gathering 
persist? It saves lives, she says. 
, . .  . . 
Writing is a place where privateself and public self come together; 
imagination meets available language. Reading for an audience c q  be an 
. .  . . . 
. . 
experience of release in performing the meeting of these two realms, if the 
. . .  
.. . 
audience is able to act as witness to an intention to speak. The reader saves 
. . 
livesbyattesting before the'group to the possibilityofspeech. The group-as- 
witness saves lives because . . it supports andadds . .  ~ its strength' to thehtge effort 
. . 
it takes to hold intention-to-speak as an'altemative . 
. to silence or being spoken. 
. . 
. . 
I followthethread'of readers' work week after week. Most of the work that's 
read is largely drivenby a longingto speak, a sense of urgent necessity arising . . 
from some' theft of becoming, some gap in available language that leaves the 
reader unconstituted. Sometimes changes begin to . happen: . thegroup's . 
. . 
witness andacknowledgement of intent makes a container. strong enough to 
. . 
holdiinagination . . untilit can find adequate forin, adding collective desire to 
. . 
thewriterlreadei's desire to keep trying for a line of flight, to keep trying for 
adequate language. The . readings . .  provide a space where collisions between 
imagination and available language are permitted. Varieties of sensation are 
voiced; the group acts as observer and synthesiser, creating an overlapping of 
transparencies, bringing about a leap into three dimensions. The energy of 
music emerges. 
Six women, meeting every month for five years. Poems, novels, short stories, 
. . 
. . 
. . 
travelwriting. We shaie a. meal, hear oneanother's ~ o r k - i n - ~ r o ~ ~ e s s ,  . offer . .  
our responses. , . Memberi of the gqup cpme add go; but 'group-&-entity, as a' 
series of connections, continues. It is a manifold in itself. Works, genres,. 
'images, cultures, ages and experiences fold and touch. whatever is added to 
the group's substance changes it and ischanged in the process. What is, 
known, familiar, collapses where the folds touch; new language arises' from 
the shattering Of what is no longer adeq"$te.We are com&ny . . for one bother, 
a cornmiunity of textS each.withits secret life, making a secret lifetugether i n :  
. . 
the city of language; Separately and tog'ether we are manifold and the . . . .. 
possibility of manifold, representing possibiliti6s of transformation. Of ' ' , 
course; a group-standard keeps appearing,attempting to limit what may be 
. . 
. . 
said, forming around whatever seems to challenge our cohesion - particular 
. . 
genres, discursive styles, personal idiosyncrasies, perhaps the glitter of rage. 
. .  . . Each of us carries our own standardwith us. . . 
. . 
. . 
. . 
. . . , 
One of the women speaks for moit of us when she says: The .group gave m i  
, . . , ,  . 
the confidence to call myselfa writer. We intend to speak - as in the case of 
. . 
. .  . 
. . 
the weekly readings aithe pub, the group is witness, container, generator of' 
processes by whichspeech happens for each of us. It is a place where words 
cati be tried; At the beginning, few of us had had work published - 'calling 
myself a writer' was not a claim to something conferred by publication or 
. . 
. .. 
e ~ e d  by experience;.itwas a declaration of passion - wiiting was what I 
wanted more thaiianything else. The group was aplacewhere such a 
declarition couldbe madekdremade. 
. . 
When I joined I had been writing for a few months after a break of many 
years, since at seventeen, a time when I still longed for the safety of the 
standard - its resolutions and fixed meanings - I had been unable to 
withstand the horror of finding that incoherent rage and grief were demanding 
to . be . .  spoken: Finding, yein later, rage and grief turned into musical . . 
. . 
weaponry in the. poetry of Gwen Harwood ripped rneawake and into longing. 
. . 
She reminded me that writing is not just a record of encounter with structure 
that forbid; it is the encounter, and if those structures can be filled with the 
.. . .  
resonances of what is forbidden ;.. If language is the city of the law, writing is 
. . . 
the uses its citizens make ofit that cross and iecross its and while 
. . 
writing can be an act of self-declaration, it is also a way of staying hidden. 
Members of the group provide community in the struggle to find alternative 
ways to inhabit the city of language and to survive there at cross-purposes 
with its structures, an tinderclass that knows its terrain. In the grqup,the joy of 
a successful riid can beshare& joy of'pqsing'in.order to get food; clothing, 
. .  . . 
joy'of knowing the hidden ways. And perhaps,in the dark or by stolen 
. , .. 
electricity,out of . sight . or in places the rulers . . of the . . city no longerldo not yet 
dare . .  to . .  go, houses might be made with . fragments . - 'of crystal; bone, iron, 
. ~ 
stone, gossamer' -houses whose shapes match their inhabitants. subterfuge 
. .  . 
.. 
inside subterfuge, hiding out inthe city of lang"age,'@aking secret houses to 
please ourselves with writing that follows our contours, so that with the right 
. . 
, . hearing,we are hidden and we ire found. 
5 Poem from the Maniototo 
. . 
My Own bkc~'&~-in- lan~ua~e,  th n. In the course of reading Frame I have 
been writing, too, poems that are . . responsesto the novels and which map . . 
. . . . 
subjective shifts I have undergone in.the process . of . engaging with her work. 
. .  . 
Michel de Certeau says 'Every . . .  story is a travel story' (Certeau, ~ract ice ,  
. . . . . 
115), and these poems trace my own chronology or itinerary df change, 
written as part of . the . wandering I embarked on when I began a chronological 
. . 
reading of Frame's novels. The poems are both a personalre'cord . and . a way of 
modelling for,myself how. 'faithful attention to the imaginalworld, this love 
which transforms mere images into presences,.'gives them living being' . . 
(Hillman 85) can becomea c~llective resodrie for change - a ' . . . . 
'remythologising'. This is hok I have experienced Franie's work, and now 
I'mapproaching for inyself the place where theonsing imagination of intellect 
. . 
folds into the intelligence of images, a doubling of becoming by which 
'faithful attention' makes possible the creation of changed subjective 
. . 
territories. I have argued in earlier chapters that r'emythologising is a primary 
effect of the kind of creative endeavour knacted by Frame's work; in that the 
. . .  
woik restructures 6ollective subjectivity through its use of language; . . an . . 
,. . . . 
. . 
intention ivhiCh Frame herself ~. articulates when She says at the openingof her 
.. .. 
autobi.ography: 
. . 
. . 
. . 
From the firstplace of liquid darkness, within the second place of air 
. .  . 
andlight, I set down the following iecord with its mixture of fact and 
truths aid memories of truths and its direction always toward the Third 
Place, where the starting . . . point is myth. (TIL 9) 
. . 
I offer herean account of 'getting lost' in Frqne's writing, and in the writing 
of Michel de Certeau, Gilles Deleuze and Fklix Guattari. . . .  My un'derstandingof 
. ,  . . 
the operations of language and my writing practicehave been'changedin . . the : 
course of this engagement: The poems, and their commentary, fotin a.  
microhistory . . - an enactment of, and a meditation on, processes of ' .  . ' 
de/re/theorising a s a  writing practice that'aie the subject of my thesis. 
. . 
Dazzle 
From the beach where I drowned, 
boats smack down big surf. ; 
Hands pulled ropes of water from me; 
I lived again, a little life, aimudge of . .  flame . 
in sand, in bone-gardens left by the ripple 
that follows~the moon around. . . . . . 
Sea-doorsof my heart clanging useless against breath, 
that way wascleared, the scorched road into light - 
only the sound of the sea for comfort then.' . ., . '  ... . 
Smear of blood.on the house-wall - ,. .. . 
the g i r l ' s g r ~ e d  face - I  know how it is, 
mixed the render myself, . . 
hands raw in hardening clay; ' . , ' 
hiding inside the things I've made. 
whit can I bring from the wellof myself 
aftersuch a sleep?- 
years in the heavy gra&ar . ... o f ?  foreign . tongue. . 
. .  . 
. . . . 
~ o m e t h i n ~ ' c o m i n ~  apart in my chkst, . .
screechof metal or bones; . . . 
a gate'dragsopen onto black, 
dazzle that the wind cap't shift; ' .  
- black tendrils and roots go down 
through all the space there . . is. ' . . . 
Little vine in the night courtyard, 
ripe fruit and rotten - ' ' .  . 
find the clean flesh, find the stone; 
darkness where a seed might . ~ split;' 
see howsoul limps out, 
. . 
shakes its clrled'&ing, . . . - '  
claps the air. . . 
. . 
As a young girl lost in the 'stark geometry' of 1960s small town New Zealand 
. .. 
. .. 
pakeha culture, I first discovered Frame7s,nove1s,arid she became 'compahy 
. . 
. . 
for me'; a kind of elder, an ancestor to whom 1 could iefer for wil'demess tips. 
My family, like hers and so many others, was constituted in the dislocations in 
place, in meaning and in economic stability that characterise colonial 
experience, even after generations in a new country. Engagement with 
Frame's writing was the first line of flight I experienced, as a reader 
encountering a presence in language that could literally make sense of my 
world by re-presenting it tome transformed. Like so many readers before me, 
I no longer felt myself to be alone in the same way, having enteredttaken'in a 
. . 
world created. by a wiitten work. Theyoung girls of OwlsDoCry and 
ZritensiveCare looked out through my eyes, ahd.so did the writer who had 
found a.way to construct them in words.-Having an awareness of these 
. . .  
presences meant that.1 acquired away . . of being in the world that encompassed 
both my old sense of constraint and of being silenced in. Some way I could not 
articulate, but also brought a new sense that it might be possible - Frame had 
shown it to be possible - to change, by naming, that very experience of 
constraint. The silence could . .  be,spoken, . andspoken about -.writing could 
account for both theshape of the experience and the space around it. 
In Living in the Maniototo, Frame offers the image of a 'bloody plain' as a 
place from which writing emerges. Her figuration makes use of a geological 
description of the high country of Central Otago in the South Island, an area 
that feels to me like another planet in my country's back yard. Barren, 
geometrical, dusty in the summer sun and snowbound in winter, with here and 
there, unbelievably it seems to me, a little stone ~helter built by a nineteenth , 
. . 
. . 
. . 
century miner, a wall across the front of a shallow cave in the lee of some 
rock formation.Little camp of a treasure-seeker, abandoned now across a fold 
in time and'desire; . . overgrown . . .  . by the flowering afches of encroaching wild 
.. . 
roses that so trouble those who try to farm in those . . parts, trapping the silly . 
sheep 'that stand, caught by a thorn or two, till they die and their bones 'show 
lurnihous, knitted with force and permanence' (EA 3). This, thdn,iiwhereI 
encounter Janet Frame. 
Ancestors . . 
Crouched in thickets of myself, 
who are these faces looking out of me? 
I am shapes and spaces of the plain, 
inhabitanti stepping fonvard, heavy bodies; 
their feet have made my paths, , . . . . .
their voicesechd through me; familiar music. 
Ancestors, witnesses shared by so-'many . . 
.. . 
laugh and beai time , . 
along avenues that frameand hide. . 
Inside mychest; the moon . . . . 
describes its arc, 
white knuckles rattling the sticks 
ofmy breastbone. 
I am in company., 
The plainis liqitless. 
. , 
, . 
, 
Landscape as subjectivity, subjectivity 3 landscape -a (familiar) way . . of 
thinkiiig; this . . figuration offered by Frame-as-ancestor,.which'she also has 
. . 
inherited from her 'company' of writers. Andthis alongside her figuration of 
. . 
. . 
writing.as 'exploraiio~';~seeing what pattem emerges1 (Allij and~i'lli&ns 
46). Writing as a way.of finding . 
. pattems in the bloody plain. But also, given 
her delight and terror in the polysemic dimensions of words, exploration as 
'searching out' and 'discovery' (OED) in a contested space, by 'pioneers and 
the surveyors with their whitefeet or their white foot, like a snailts foot' (TIL. 
72), and exploration as thesurgicalprobing of a wound. I walk around, then, 
touchfeel taste in this landscape of the self she offers,.understanding it as . ,  
. . .. 
. ~ 
patterned space ai~d othered space, battlegroundand wound: ~ h i t ~ f i n d  is the 
. . 
sensation df composition, of being constituted . . by presences I have inherited.. 
- a self that consists in modes of habitation of arid bythem. I find that 
subjective space is not amorphous, not uniform, but composed of particular 
intensities, and patterned by the movements of those intensities or presences. 
They persist as habits of language use, habits of rhythm, of figuration, which I 
follow like trodden paths - it's an inhabited landscape, but there are still 
many places where nobody goes and little tracks fading to nothing as if their 
makers had suddenly taken flight. These habits of presence and absence 
determine the conformations of the landscape. I am made of the trodden 
places and the voices that pass along them, and also I am made of silences. 
Present to me but shared by many, ancestors create the landscape as they go, 
this space under the sky which they unroll before them - look! the moon is 
coming up! 
When I began reading Frame's work with the intention of writing about it, I 
realised . that . . .  I was experiencing each novel as if it were a place of presence, a 
. . :  
. . 
camp on the bloody plain, site of reconnaissance and incursion and diagnosis. 
. . 
Her first novel, Owls Do Cry (1957),isacamp built by an escapee, a ' . 
survivor, reconstructing, so as to understarid, the world of the fathers, who are 
as hopelessly locked inside their names as any daughter is. The fathers 
. . . . 
. . 
construci the dumb anddark room for themselves as much as for anyone. : 
They are the dead room and the voice that calls from it. 
Patronymic 
, . .  
Father,' 
a year after your death, 
your..nme . . . 
rattles off thekeys, 
a lower-caie typo 
' like a noise ,' 
throughthe grating of text. 
. . 
words c8n be salt tdp,. 
the'sting; the taste, 
the glitter atthe root. 
Another season; 
blackmagnolias open 
in Fihoy Gardens; 
some of the buds are bitten. 
Searchlights sprout 
like snails' eyes 
over the' park; 
my angry heart 
a little fist; ;.., 
waving away. 
. . 
Bar sin.ister across the town, , . 
all your generation , . . . 
were kings' sons: . . 
, 
the city is bright ' . ' 
with your tracks, . . 
your housesspiral around you, 
one turn at a time. 
 iss solving into earth now, 
. . 
your words, my salt.. : 
Imagine a writer who has found a line . . of . ,  flight, set up camp for herself in a 
place whereshe can beginto explore, perhaps looking back at the city, for 
'forbidden to turn, many do,-many turn,'and all the teirsof a lifetimecpnge+, 
. . . .  . . .  
redirecting the windsadthe sun' (I&' 13): What is it like, hiving this space 
. . 
to  'turn', to create the 'fixed saltbeing' (LM 14)ofwriting. which i s  'the 
essence of having turned or attended'? The writer sits in the immensity. of the 
plain, free now to rename its features, making her own experiments in 
sel&ction and combination, claiming the power of arbitration for herself, free 
to say 'bob'insteadof 'boy', to makethe unimaginable shift from . .  the . global 
to the particular-'boy: is not 'bob', 'bob' is not'boy'. She has left her 
fathei's house, which seemed thewhole world;-but which thiough her new 
. . . . 
habit of attention, having 'turned', cannow beknown to be another landscape 
, . .  
built from the accretions of language, inhabited . 
. by presencek in language. '., 
Imagine the writer angry enough, in this knowledge; to =ontest the plain's 
construction in the of the man-standard, the surveyor's 'white foot like a 
. . 
snail's foot' marking out what shall be garden aid who shall eat of its fruit,.' 
keeping it under surveilla~ce. Imagine the writer in'a book like Owls Db Cry 
. . . . 
laying waste the father's house, that 'big barn' 'that can be burned down ' ' 
. . 
without trace of the harvest' (IC 217);sowing-its ground withsaltwhile 
creating new featuresof her owi landscape, her"sa1t form'. 'sparkvng and 
strong andat rest ... with its composition of Iaughter and teais, once thought 
to be a uselesSerosion of the standing-place,the "spirit'?' (&M 14). 
. . 
'Patronymic' is in part a bitter joke about the combined possibilities of 
claiming and repudiation implicit in naming, foundational act of construction 
through language. Sitting in Fitzroy Gardens,in the Addle of an ~ustralian 
city it seemed to me that the name was a good instance of thisdouble 
. . . . : . 
movement. Fitzroy'-. (illegitimate) son of the . king;.withadded . colo~ial 
resonances, the name . of . . a hated governor standing in for the grid ofmeaning 
imposed like a city plan on the subjective ladscape. 
. .  . 
. . . . 
. . 
. . . , 
. . 
Frame's secorid novel, Faces in the Water (196l),also 'turns! and 'aitends' to 
a particular house in the'city of the plain,'creati@g the 'salt being' . . .  of the 
asylum, the back ward, place of relegation for those who survive into 
. . 
.. 
adulthdod but are unable tocapitulate to the Name. Thisis where the voice of 
. . 
the tricksteris firsi heaid speaking from the text, stating its purpose, creating 
the camp of the asylum.in order toescape it, a survivor documenting her :. ,' 
. . . .  
. . 
incarcerationso asnot to forgei how it worksand for whom. she will not 
waste the stilling, the distilling that has happened. The writer listens tq the 
. . 
. . 
acoustics of the new landscape she is forming around her. When she listens 
now, fromthis new space, do the cries from within still sound the same? Must 
sounds from the unknown . spaces . of the plain always be heard as 'horrifyipg 
. . 
cries!.(TC 126)? What-can shesay if she no longer speaksfroin the dead 
room? When the father's house fallidown, wheredoesshe live? She h k  io: 
listen to the speech of the body, even its possibility of cq@bleik. silence aid 
the end of every . . shelter. Butit's the survivor ivho writes, and she writes this 
place because she knows it,and knows it in language. The writer isalso 
'Maui's sister' (LM 1 I), sister,that is, of the old trickster who knew how to' 
catch and beat up the sun to make it move at a human pace; who knew how to 
bloody his own nose to bait a hook and bring up worlds out of the sea. . The . : 
road down to the city under the sea doesn't have to be the road into si!ence. 
The.net of . ,  music . cah . be thrown very wide, can . . .  slow things down and remake 
a world of experiencein thespace of ti few heartbeak. 
. . 
. .  . 
Writing is a liminalactivity, . . not only because the writer is driven by a need io 
go out to the edges of things in order to leave behind constraints of the ioo- 
. . 
. . 
wkll-known, but alss because that's where the work likes to happen. It is at . . 
. . 
'comers, crossroads, shores, boundaries' that 'the helpers, human, animal, 
insect or vegetable ... make or find time to stand' (TC 11). ~e~resentatives of 
a becoming-self must always by definition seem other,aid . . even if they ' . 
appear human, they are governed by thetrickster rules of this c@ntrybeyond 
the pale' where the writer can' find those parts of her life that the man-standard 
. . 
wants 'cleaned away' (IC 217).'Here on the edge of sleep or sanity the -.kiting 
. . 
happens, and the liminal space that is the 'terriblepoint'of loss' (LA4 72) '. 
becomes not only a 'nightmare', but also a 'treasure ai~d a lifelong.pbssession' 
(AMT 96). 
What can be said 
from this place? 
Blood, sweat 
the body's dumb words; 
drop by drop 
a wandering sentence. 
There is a road. 
It goes down into silence. 
Syllables of my name 
roll underfoot, 
all the known ways smashed, 
my palaces rubble. 
I watch the shapes of wind 
through twigs of each night's shelter. 
Meteors swarm across this sky, 
light up the inside of my head.. 
Ambushed, then, 
i :. qn the edge of sleep . . 
by music, . , 
I am a flickeiing procession. . . 
Trickster knows this country well; 
secret pockets, folds and creases; 
gets treasure here, 
these traceries, 
nets to haul up the sun. 
Words have become sounds for inmates of the asylum - can sounds become 
. .  . 
y6rdS?'Can new music, new language be exchanged , . . . . as . well . as utteied &d 
... . 
heaid? The next two novels; . . The Edge of the Alphabet (1962) and Scented 
. . 
Gardenifor rhe Blind (1963), begin an exljloration of this These 
. . ~  
books are campsthat are no longer concerned with turning back bnly, having 
discovered the possibility of music. The alphabet - camp of available ' . . 
language. Blindness -camp where the body leanis other modes of . . 
experience besides the scopic. These are open-air camps, leaving-the-house 
camps, even with the recognition of self-incarcerationthat's here, even when 
the writerklife is 'accomplished in this small to,$& almost in this one skeet 
in this Louse' (EA 12): The wiiter walks and listens towhat she hears in'the 
tuniielsof speech and breith' (SGB lo), sensing, observing, allowing the new 
speech to com&.that is synthesis of her observing and sensing; To he*is to , ' 
.. . . 
speak on this path, cries produced from the landscape, 'out of ancient rock 
and.marshland, out of iceand stone' (SGB 252). To throw the net of music, to 
. . . . 
hear and so create a landscape in music, and then to listen to what comes 
back, the writer discovering that she too is a cry in the space of the bloody . . 
. . 
plain. With this music, wdrds come from the body and not the other way. ,. 
round, sounds that come and go, rainsoftening, rainbow.cloak of Iris 
refracting a11 thatApollonian sunlight.'The stumbling andcries from this 
. . . 
place are those of one walking in the spasmsof labour,' bringing new voices 
. . 
into'die world. How to find speech for a self already insciibed in,the'old . ' 
language? Here is the rock shelter, the roses growing 'tall a d  hol16w7, the 
skeletons of creatures 'exposed to a deathly weather' (EA3), city and plain all 
under the sky of the ancestors. The writer lets the words come, lets them find 
their way into the air - her job is to arrange the folds of their signification, a 
labour of accretion, connection, creation of a rhizome. Bones, weeds,'this 
camp at the edge of a precipice, the.work allinterconnected . , .  . byinnumerable . ~ 
. . 
strands. This is the line of flight Frame gives me now -a new voice. 
constitutedinthe . . pleats of matter. Let there be an 'unalterable humaii 
, . .  
composition ... the retunis, the losses; the gains.;.. the long . . .  pursuitand flight 
from the dead and the goods of the dead' (EMT . . 179) . . -here beyond the pale, 
.. . 
. . . 
the writer composes these things. 
What I hear 
Walking like an invalid, 
wits returning 
the layered cloud , 
of a standing wave; 
water over rock, 
clean shine of bone 
grained like wood 
by the clutch of muscle - 
what I hear 
. . .  
I am saying, . .. 
this mbuth iny'mouth, 
alittle icon : . ' - 
opening on. 
a cornkiof blue cloak or sky. 
What I can't think, 
1. saying, 
sucked out by the gulp of air 
up and over mountains, 
pressed out 
by the weight of nights 
above this valley; :' 
Clouds frayed invisi6le . . 
make rainb;oksincle& sky, 
scraps thai fade and brighten. 
Words too, the bodylstlio'ughts 
a reyny cope against this iight 
that burns niy clothes, . '  
shoulder and side 
ash-white. 
My mouth holds many weathers. 
Not sick but carrying, 
we stumble k&etimes, 
cry out and hear 
a new voice ca'il. 
Everyone talking now. 
Still, it's a dangerous endeavour, to walk outside, to make the little camp on 
the edge of nothing. 7?ze Adaptable Man (1965); AState-of Siege ('1966). , . .  and 
. . 
Yellow Flowers for the ~*ri~odean'Rbom (1968) i r i  books where I find the-. 
bleached skeletbns, . , the crumbling vialls thattestifyti conseque~esof " 
. . 
attempting .. . to separate oneself from other humans, from one's own his'tory and 
. .. 
memories, . . in order to pursue a dream of new language. This is a hope that ; .  
bringsdeath - it draws the attentiqn of toq much sun, bringing illumination 
as a 'deep bum of words ..:of a first-degree language' (SGB 118) -collapse 
:. . 
is inevitable, . .. implosion under the pressure of everything that iS being held it 
. . 
b y ,  and in theabsence ofstructures'which acted as guardians &well . .- 
. . 
wade&. What is left after going too far inthis way, when everything that 
. . . . . . . . 
guaianieea selfhood is gone? In collapse, the body is left to its owndevices. 
. . 
Now it is possible to welcome theanimal selvesthat constellate 'at the point 
. . 
. . . .  
of loss', cunning in knowledge of the bloody'plain. This is an edge that brings 
the landscape and its inhabitants toward collapsing-self in its incapacity. The 
. .  . 
writer learns fromthe animal self that moves around the edges of the camp;' 
whose gaze still belongs to the senses rather than to the surveying mind. The 
body's resourcescan be mobilised from this place, resourcesthatinclude the 
rhythms of fairytaleaid ~. the lines'of flight'the tales offer. Befriendthe . .: 
animals, the stories say, because they are 'guardians of the inner world of 
searches' (TC 11). Learn their speech and they will tell you the next thing you 
need to know. The writer surrenders herself to their presence, transmutes the 
explorer's impulse and lets the landscape that has formed speak for itself. It's 
as if the writer goes to the zoo and finds that the animals are looking back at 
her, that they've always been looking back, making free with her mind and 
he&, using . . her fan$i~ ly . '~o ing  out to the edge, she has invited them across . .
. . 
and in, and now they live as partof her. With her 'dog heart, buffalo progeny' 
. . 
(DB x), the animals are making use of hei broken pieces f0rthehSelves:Her 
. . 
Speech and theirs become indistinguishable; composinga rhizome,a network 
of connictiokis that forms the writefly. body, 'like a dog digging a hole, a ;at '. 
. .  . 
. . 
digging its buirow' (Deleuze and Guattari, Ka@,18). 
Afrenvards 
When we have lost the will to cling to life. life clings to us. 
refuge worker 
. . 
. . 
In the end, 
she's a bombed building; 
floors; storeys-collapsed, 
Crows bathe in bone-craters, 
s w n g  ashy water . likedogs. . .  
Inside the shell, ' ' . . 
animals 'step fonvird, . ' . 
face$ she hash't seen before 
in the light'swrecked circle. 
~ e &  sounds flicker 
in the high cave; 
eyes,.amber'inoblique sun 
move like touch . . ~ .  , . 
on scraps of polished wood, 
beautiful, . . purposeless. 
. ~ 
With a strong rope of hair 
somebne clambers thedangerous ledges. 
. . 
. . 
. . 
The thing she protected is gone, 
Listen, explore, reconstruct 
in the echoing space: . "  . 
When the willrelents, 
feel the touch of amuule,  
strength, heavy sofmess . '  
settling nearby. 
I'm standing on a beach out of Hobart, along a part of the dry eastern 
seaboard where every prdminenci and headland is riddled ivith&"ttonbird 
, 
burrbws; watcliing thelo"i7g birds, at once learning tofly and pradtiiing for 
tlieir . flightaroundthe . woad. The parents have already left: the young will 
. , 
find.their wai.alone to feeding grounds in the northern h&nispheri. They fly 
. . 
in dense flocks,just aboye the ground, back and forth, back and fo* along .. ' 
the beach. It's scary to stand in that flying stre&,fieliig it part around meas 
each bird turns aside at the last second. I'm thinking about the idea that they 
navigate by the stars on thelong migration. Thinkingabout those Egyptian 
. . . .  . 
paintings of the sky goddessNutiher body thestany firmament afched over, 
. . 
. .  . 
newly parted.from'theearth, her lover, thinking of Frame's description of ' 
seeing and niakirig love *itha naked.han for the first time,starin&'it 'the !id- 
. .  . . . 
roofed dovecote full of white doves ready to fly 'into the sky and never reium; 
and I was the sky' (EMC 82). Thinking about years of stoien possibility: ' . 
'the volcanoes whose lava buried another'life in me, cities I never knew, 
. . 
sparkling cities with towers and jewels; theearthquakes which 
. . 
. divided me, my time, my life, my sex, . 
my breathing'in and out of, 
. . . . .  , 
my take and give :.'(DB 175) 
Cry of animals, a whole pick, the response to this loss. Speech as jointure, . . 
collective,where meaning is created, not just as ripple and resonance along 
the chain of moiiologue,.but from the speeches and Silences bf interlocution. 
Exiles under the sky together, characters in the novels lnretkive Care (1970) 
and Daughrey Buffdo (1972) make a camp df gnimals - attempting neither 
severance from nor conformity with available language, but rather 
conversation which points the nextdirectkn, . commu~cat in~  . signs of life, 
past or to come. Here is another !tuyingL, this'time toward the animal self 
thatmoums the desolation and disarming of the'body, wandering in its 
. . 
landscapewitha 'buming sense of loss and grief . ( A M T ' ~ ~ ) .  The self tells 
how itis 'robbed and betrayed' (IC 293) bodily,temporally; . . grieving,as the 
writer grieved in the asylum - waking .'toothltss.;. given the new shock. 
. . 
treatment ... I grieved for everything lost' (AMT 95). , . . . 
. . 
Direction 
Along the dry lakeshore, 
something skeins like fog - 
blacksnowstorm of the young flock rising. 
Winter in the leashes of water . ' 
that bum through my hands 
and in this feast- 
my animal self . . , . 
running into the lights 
. among pdcked stump-holes, 
. . 
the ghost ofan orchard. 
the pointed tongue 
and all things fanged with light 
. . 
Where I am going; 
summer billows in salt-marshes 
swiming food. 
Round eye out of feather and fur, 
creatures' are moving . . 
their prints are all over me, 
map and compiss bearin&, 
. . 
, . 
my.stany nipples, ' . , . 
my: belly the night'sky.. ' 
. . 
. . 
voice is a supplk body 
if walks in the valleyof shadow 
it is eaten 
and it lives . . 
read these echoes blindfold 
telling the world under fingers 
smoothing beads of sound 
into pleasure and use 
Circle or loop, 
. . 
backand forth, 
movement thatmakes 
the dirk. sound of healing, 
and all,ways 
the singing direction. 
The writer moves on to find or hear music in the cries of grief, her . own .. 
. . . .  
. . 
animal voice emerging, movingtofind'orhearwhat it is that can bring 
~. . . 
healing. A self emerge$ ivliibh nolonger seeks a permanent home. The novel 
. . .  
Living in fheManiotot* (1979)isthecamp of this movement, canip qfth?. 
~anifo1d;'like .. . , awild bees' nest' (LM 118). Here is the writer's G e  for a 
, .  . . 
moving self impelled by necessities of kxperience, c6ntinually reimagining, 
refabulating itself and its surroundings. Languageas an effusion, asignature, 
recognisable and signifying - 'the bee comes home and leaves on each word 
traces of honey that we've never had before' (Alley and Williams 52). 
. . 
February and it's time to rob the hives. All the lids of the boxes will be 
gummed with comb again, the marvellous sweated flakes of wax shaped into 
an intricate perfection of free folds wherever the bees can avoid my regime of 
rectangular forms. They treat the square of the box and its vertical sections 
like a sphere anyway, laying down brood and honey in concentric rings from 
the centre outwards. The wild swarm in the wall of the room where I write is a 
continual low vibration, and occasionally when I'm writing at night, a worker 
finds her way in through some chink in the lining and dives at my lamp. 
Bees and shooting stars, Single notes soundingilithe night landscape, . . little 
intensities moving within the fabulation of dream orstory: 'Sleeping, 1.  
dreanied I had a beehive inmy heart;..' Let it'tun, the dream or poem, let it 
blild and speak. Sometimes when I!m working the hives, disturbed bees thick 
in the air, the sound.they make begins to seem like a tangible element closing 
. . 
.. . 
round me, as if the whole surface' of my body could hear. From this clinging 
aural ma&x, sharp voices emerge to which my body responds as if it has been 
touched. All of this -discomfort, strangeness, the sense of enteringanother ., 
. . 
realm in thgritual Of preparatiog;.the suit, the mask, the. smoking of the hives 
beforethey're opened - in the service df fi"dings9mething I've never had , : , 
before: 'the golden bees were making white wax and sweet honkyoutqf . . old 
. , 
bitteniess ...' - 
Surfacing 
Anoche, cuando dormi'a, 
sofik, jbendita ilusfon! 
que una colmem renia 
dentro de mi coraz6n; 
y las doradas abejas 
iban fabricando en 61 
con las amarguras viejas 
blanca cera y dulce miel. 
Machado (Turnbull 49) 
Bees have closed us in their globe of sound, 
atmosphere of a planet, 
its white-hot core of brood ' , 
-and lapping amber. 
Singing is breath here - 
I've forgotten how; 
deepest air swarming at my nostrils, 
' 
pressing in the whorl of my ears, 
waking the body's ghosts; 
old wrongs that twitch inthick muscle-plaits. 
. . . .  
. . 
. . 
Soinewhere nearby 
notes crowd on a m&uscript, 
instrument-Miken hammer the golden sweat. 
I want to steal from these archives, . '. 
taste that music crumbling on my tongue:' 
I'll be all surfaces ,. 
folded and frilled; 
guts curled smoothas sleeping animals. 
Out in the dark, 
struck chords ripen toward hearing, 
and all the murmuring traffic 
is sounds of a name: 
its burden, 
this composition. 
Camps emerging . . .  . from and returning to the manifold, the manifold emerging 
, . . .  . 
from ahd . .. returning io the plain. A self imaginednot in ternis of pariicular 
- . .  
moments -a h i s to j  with its endpoint.- but & process: once this shift has 
. . 
. .  . 
. .  . 
.. 
occurred, autobiogr$phy can be written, movements of a life discerned and 
. . .. 
. . 
articulated in the three.~olumes:.To the Is-Land (1983). An Ahgel a t  m i ~ a b l e  
(1984), and The Envoyfrom Mirror City(1985). Self can be a city now, 
. . . .  . 
mirror city of memory-as-imagination, imagination-as-memory, an image nbt 
of permanence (except as long as the books' materials last), but of 
complexity. Following Frame's autobiography, . .. The Carpathians(l989) is a, 
. . 
. 
return to the novel, but with a difference. Here the writer'claimsthe whole 
plain as home to a roaming se1f;a . . spirit of place. The Calpathians is a 
., 
. , 
. . .  . 
mapping 0f:all the camps - of death, of exile, the losing and finding of"' 
, ... ' 
speech -and the manner of their relation to one an6ther,space .. 
. and time 
folding, forming connections in memory and imagination. The plain has 
. . 
become the realm of the '~ousekee~eri 'of ~nc ien t~f i r i~g t ime '  (TC 196), and 
the writer is one of the Housekeepers, who makes and hears and passes on 
stories of survival and renewal. The writer has come home to a wandering , . 
. . 
self, able to enter the'city . . and to leave it. 
. , 
. . 
. . 
How can I th ink 'a~ i r i& city? Heie.in the south, the end of the cold is a 
. . 
productibn.Grou"d orchids andblandfordia start to.appear in themidden 
. . 
count j  of the coastal heath, and ghost-gardens of bulbs materialise'in : 
paddocks around disappeared houses -the whole place haunted by what it 
doesn't know about-itself. In town, the . dispossessed . still congregate just as 
they used to by the rivulet, though it now runs buried in the heart of a 
shopping hall. What's new? Surplus bricks - the vetoed grandiosity of a 
. . 
waterfrotlt hotel - go to build the police statiori. Faces reappear . . generation 
. . .  
by generation in the Keart of the city like a hallucination of the days that 
. . 
. . 
lengthen towards equinox,:and each year, it seems as if the winds of that 
. . 
season blow these presences away before I c g  hear what they are saying. The 
sound of bells from the'Anglican.cathedra1 is everywhere, . . .  all broken apart by. 
. . 
. . 
the wind. 
Tell it 
After winter, ~ y t h l n g  could happen, 
the ground rising i n  steam like dark loaf. 
Lives are coming up, 
trumpets and'bells from u n d e o u n d .  
Prickling with lights, the town 
flinches where its past presses in too h&d, 
.. . .  
. . .  
fits too tightly, rough wool and lousy. 
Flashing evening to itsklf across thebay, 
its stories'&e shifting.Wind twists . . , 
like meaning &oundf loodl i ' t l~dm~ks;  .' 
the belltower scatteringchanges;. 
new pink watch-house and hotel. . . 
What &e these places? ~ver~thingech&s,  
the dead and thosenot yet born returning,' 
speech i n  fragments like a gust of bells. 
Between equal weights of night and day, selves ribbon. 
In the whack of this air, I heai them whip, ' . 
feel their. loops flick past my face. 
In those turns, 
oldpathsstill run to the water; - - ' 
th;mbprints'fold'into new whorls'. , ' 
Earth andsky have moved again in sleep, 
da& limb!, joints of light . . , . 
flung in patterns we didnlt see before. 
Yesterday an eye opened in my breast: 
worlds are rolling there, 
the city a struck bell 
retold in this fracture or wound, 
new sounds from these pieces.. 
. . 
Writing my city, writing my plain 
What are the conditions .of my becoming-in language - the writing practice I 
assemble for myself in the presence of ancestors? It's a heterological project, 
~ .. 
perhaps a little instance'of theone Ian Buchyan speculatesCeiteau was: . , 
. . 
. . 
. . 
. .  . 
engaged in theonsing . . at the time of his death - a 'way of discove&iand 
. . 
. . 
. . .  
ultimately articulating the given as thegiven' (Buchinan, Certeau, 66). 
Buchanan argues that such a"discove~y' and 'articulation' might be 
. . 
approached through an understanding that Sanie ind Other - the city planner 
and the pedestrian in thestreets below - are each 'still becoming,"md :, 
. . . :  
therefore never yetinfinitely other' . .  . (~uchanan, certe@u,.72):(0ther) self in 
. . (Same) language can be understood, then; as . . .. . . . 
a response - or better, a solution - to a particular crisis, not a definitive 
and unchanging entity, and is accordingly subject to profound 
transfonnations which can be treated as registrations of epistemological 
movements. (Buchanan, Certeau, 78) 
I have to create a writing personai signed as a practitioner of and in language, . . 
ana yet who canaiticulatethe deaths and resuriections of dissolution'ind ' . 
bieakthr6iighthatcharacterise attempt$ to find linesof fliglit.In order to 
. . 
. . 
create for myself access . . to courageand desperation enough to attempt my 
own transformations 'md become a 'real person' (LM 13). I have to step 
through a series of disguises, names, attitudes. I' have to give voices to my 
roaming selves, and among them, exiled selves that are given no place &d 
desire no place in my daylight, responsible, 'family group' (YF 8). 1tis . a 
homeless self, a.self who . . experiences safety as imprisonment, who will make 
. . .  
. . 
" the moves necessary ... . for'creating linesof flight. 
. . .. . . 
Shadows of wintervines wrap round my. bones , .' . . 
. . 
. . 
. . 
. . 
when I come back alive in my own flesh. . . . 
Along the rooftops, scouring wind hai shone 
, . 
a'season's broken edges. Light will push 
red sap into another flush of leaves, 
but no oneknows my face. I wait and breathe 
. . .  . . .  
. . 
. . 
the frosty niafgins'of these lives. Their loves 
. .  . 
are thin and f6arf"l; they've forgotten'botk . . 
.their loss a id  this . . contagious . . ghost,,my'hope. ' 
. . 
. . 
. . 
Behind each of their gestures; like a bruise 
my bright-edged shadow leaves a fading shape 
the eye caniead like  speech.'^ did not . choose . 
this desperate life; the flame that wrapped my birth 
. . 
. was waiting in the tonguesof sileni mouths. 
. . 
Constructing this mobile place-to-be involves losing the distinctions between 
. . 
thoyght,and the practices that arise from thought,.dktinctibns between . . 
analysis and action in language. I inhabit a world in words and wait to hear 
the music that belongs to that world. I move into the writing persona - an 
escaping-self, becoming-self, born from silence. Or rather, escaping-self 
becomes a moving centre, a point of intensity in the plain. How does this dne, 
the selfwho escapes . thiough'la~iguage, . live in the plain of subjectivity 
. . 
whatare the ways of being that characterise it?-A first route of escape from 
. . 
the~asylumofavailable language is via in altered habit-Of attention. The 
writing comprises things that seem' to step towards me out of the world - 
. . .  
hishearings that get 'inside the  lining'(^^ 159) of words -instead of 'the 
shaping h y d  of gbd', I think I hear someone say 'thk shaking hand'. Images 
hang around and accost me for reasons1 don't understand, beggars in thecity 
of available language, beggars that sometimes turn into angels. Phrases 
themselves over arid over in my ear. MisheMngs, images, musical sequences 
that repeat their harmony or dissonance -my . . becoming in  language consists 
. .  . 
in letting thesethings move tow'iud me, letting them divert me from the 
straight ways of thecity planners. My first caqp isaplace of listening, away' 
. . 
from the daylight mind, to language disrupted, even tom apart by the 
angeUanimal self that has different coneems from mine, language tom apart ~. 
and reconstituted by the escaping self, Rapunzel climbing down the rope of 
. . 
.. . 
her'own hair. . .  . 
. . 
. .  . 
A poem i s a  cainp that these sounds andfigures move towards;it consists in 
,their organised presence,andthey inhabit' it as long as the poem lists. A poem 
. . 
is a little world, an eye opening into sensation, obkrvation; closing in 
, 
. . 
fabulation. The'plain I live in; the body that has been constructed for me in 
language, and which I modify in my becoming, is like the body of Rilke's 
Prodigal Son on which 'ulcers broke out ... like emergency eyes against t'he 
blackness of tribulati,on"(Rilke 11 1). And the city of available language that 
is asylum if I never leave it, aiid Mirrorcity if I can &i$& by leikingto 
. . .  . .  
walk its streets in my own fashion:- the city, as soon ai i t  is.written, is' 
another point of intensity' i n  the plain, another kind of camp. I 'm the plain 
and the things that move about on,it. I am its . treatures'and . the camps where. 
they congregate. I am the city-world I can hold inside me, turning in its own 
time from day to night. Mirror City'is any camp inhabited through all its 
. . 
levels, down through the graffiti and hieroglyphs on the faces of the letters of. 
. . 
the words that make it up. To write it is to:acknowledge that any territory I 
create is always too complex to enc.omp&s; full of its own life; always 
unfolding ahead of me, behind me. 
Ln the city, cloud gathers 
like cataract in afternoon sky, 
lifts from its green edge at sunset, 
and earth rolls up 
an eyeball into night. 
Now the shaking handof god 
moves over: the town, 
brushes ciater'ed faces 
asleep in parks, catches 
in tendrils of backyard vine, 
searches hollows and canyons 
. . 
alight.withtheir own &ange life. 
A passion of longing 
holds and rattles 
the whole brief encampment. . . 
. 
. . . . .  . 
Roots feel their shifting earth, 
the rock:shklf sliding below, 
angels bend the slender 
limbsof street-trees, calling 
with high bird-voices, chirruping 
news, delight or alarm. 
We don't know what it is we hear. 
In breathing dark 
we reach to console 
a blind and questing face 
tumingiiside itstring of st&. 
This is necessity, tiny figures 
leading away;finger to finger. 
This is a place we know; 
patterns on darkness 
we can interpret . . 
till light begins 
through mo'ming's smoky lens. 
How can I write my own city, here where the censor walks all day every day 
saying it can't be done, unless I imagine I'm speaking to someone I love; that 
I am sharing this earth and sky of the plain which in turn shares my longing? 
Impossibility of writing - imagining the self and the people that are being 
brought . . into existence, always just ahead of me, in the act of writing. The 
. . .  
. . 
. . 
worlds of writingare set rolling at thispoint of loss - the 'realisation that 
. .. 
there's no one to whom I couldspeak, that I must create the 'someone' I need 
in the moment of speaking, writing. I let the writing fall, word by word, drop 
b y  drop. I write a s i f1  share the city, the plain,:its camps, as.if I already have'a 
.. . . . 
sense of sharing them, as if their skies don't belong justto me. That's the 
practice Frame leavesme, the line of flight she makes possible. 
I imagine the ~ h a ~ e d " ~ l a i n  through the figure of the animal . . .  self - sensation, 
observation awaiting fabulation in the act'of wfjtinglreading. Even in the city, 
, 
perhaps especially in the city,the creature of my becoming as~embles itself in 
. .  . .  
response tovalencies that may include a need forblaws, wings, whatever must 
. . 
. . 
be used tohelpit to'survive and to use the streets for its.own~purposes.~ ., 
. . .  
. .~ 
Animal selves approach.ine in the city of language not only 'as ~ u ~ ~ l i c a &  but 
alsb as predators,stalking my old ways, ready to tear them apart.The things 
that stay arid step forward want something from me and they don't care how 
they it. I want to change, and also I don't, I want to sleep on. sometimes I 
. .  . 
. . 
wantasylum. 
. . 
. . 
Shaiingair, sleepers lie prone 
under heat's casualpaw., A creature 
, .  . 
lopes in and out the many-ttinnelled warren 
. . 
of their dream. . . 
They still breathe, the river 
breathes, and clouds pile 
arc-littowers, exhalations . . 
taken up, returned. . . :. : - ' 
Under rain's huge release 
.. . 
the city 'shifts, flexes itself 
. . 
like a fist clenched too long, 
sticky a d  sore. . . 
Wind flaps sodden hessian; 
. .  . 
~ e ~ v y i n d  ready . . .  io leap, 
themind translates; ' , 
a wing, rough leather, 
. . 
the regular of quills. 
Behind, haunches gather power, 
long toes clutch. 
. . 
Each age devoured by the next; 
. . 
.. . 
Fearand desire:'' ' .  
to escape,' . 
to be gripped'and taken: 
Always the same end, 
. . .  
to be torn awake. 
, ,. 
Animal self and subjective space interconnected, . 
. . .  
with many entrances and 
.. 
exits. Theangel is also animal; the animal is ingelin its capacityto takeon 
. .. , . 
the qualities it needs; Qualities of becoming are. sometimes those of a ' ', 
vegetable self like theailanthus treesof urbanmyth, reputed to send their : 
suckers questing . . through the floors of houses, appearing in living rooms, 
breakingup seclire outlines of things and making asylufiimpo~sible. Insect 
self, too, busy with its own life. Only the persistence'of this animal, vegetable, 
insect life could break the terror addefence of the self-created back ward 
where the figure of melancholy sits. Citizens of the fortress city will go to 
. . .  
great lengthsto be rid of these'proliferating forms. 
. . 
. . 
Today She hides in herroom 
while wind likea'slyivelling gaze 
travels over the city. 
~ v e r ~ t h i n ~  trembles, - . ' 
a low fibiillation, each thing drumming 
the life of all the rest. 
. . 
Little %&pi areflying, 
yeuow andblack, : 
fenying pardels of meat 
to dreaming brood. 
She thinks.of poison, 
innocent talc sifted over 
the cells of a paper house. 
~ o o k s  and instruments 
keep her safe; . . 
though the wasp-nest 
hums and scratches in her wall. 
. . 
Spinning the varnished . . globe 
with idle.finger, 
ground that could steady her . 
rises toward daylight. 
Deep in the rounding horizon, . .
streets point-where the tree of heaven, 
. . 
all root, tangled away 'down. 
through theroots of thecity - 
., 
shoves first leaves, . . . . 
sharp shoots beiow the pavement. 
. . 
Pressing . . an ear to buckling tar, . 
she hears them groan and ring; 
. . .  
bridge-metal, conduit bringing 
the shelter of bitter sap, 
. .  . 
. . 
temper'of earth and water, 
axis whose branches bud f d h  
the myriad creatures, m~riad'worlds~ 
Going out, taking a line of flight, even to a camp elsewhere in the city. is 
. .  . 
experienckdasthe adventofa'new world, approach to a becorning that is both 
. . 
. ~ 
supplicant and predatory: What I step towaid is that which can't ever be 
. .. 
forgotten - dreamor nightmare of observed sensations clutching,~altering 
perception, forcing reconformation of everything around and rendering the 
change perceptible, leaving a witness to invisible movements llke the glant, 
stationary dirigible-shaped clouds formed by moist air shoved high into a 
standing wave by a mountain range. 
I 
The angel sleeps 
with iti headin the crook of my arm. 
It is very heavy. . , 
I left my door open; 
the angel was pacing outside all night, 
leaning into ruin coming down, 
borne on the flood of its dream 
all grief - the dead, 
and those unable to die. 
The angel leaves its marks in my face, 
bunching flesh underfoot, 
clutching along some current for purchase. 
Already the scar forms perfectly, 
its seam crossed opal. 
My heart is a smooth rivei stone, 
with a stone leaf 
folded inside: 
I am running fastaround it, 
the wave, my life, 
formed by its disturbance. 
. . 
Creatures whiskand scuttle &ong boulders. 
High on the river bank, 
vines from split rock. 
. . 
Still sleeping . 'hard, . ' 
the angel runs, 
shaking water on stones. 
The break up of the old self, the old city, feels like hell. The new is built from 
. .. 
the rubble and detritus of the old, and weeds that grow there send their shoots 
indiscriminately through'flesh andearth.Constructionsthat once offered 
shelter now' loom as wrecks. threatening to topple and crush, and the 
comforting constellationsof fomiulaic language disappear. . . 
. . 
When she lies down 
a rose-tree grows 
from her chest; 
strong rootlets 
thai follow her breath. 
They push. up stems, 
throwout leaves, 
each axil a mouth, . . . . 
. .  . 
bud-tongue leaping. 
Rose-speech soaks her through 
till she's flame-coloured, 
blood drawn up for a moment 
to flower over its ripped earth. 
A roundabout of footfalls 
beais the' Softness down 
. . 
her sleep hai filled with'angels, 
crowding, anxious to be fed. 
What can she give them 
but crusted terror, 
news of djsasier? 
. . . . .  
.. . 
. . .  
She has stumbled into shadow 
. . .  . . 
. . 
through an ordinary door, , . ' 
. . 
followed, the cold-howling spiral 
down to this place. 
. . . . 
The rose-tree sings its spiny fruits. 
In trampled ground seedswrithe, 
shoot-tips tasting earth and air. 
. . 
. . 
. ... 
. Side by side, the unfixed stars go down. 
. . 
. . 
~. 
. . 
I've thought of the moves of becoming as a flight of refugees and an invasion, 
like so many migrations -like my own people leaving Ireland for New . ' 
Zealand after the famine of the nineteenth century in their desperation and 
hope . and . brutality; Like the transportation to Van Diemen's Land of so.many, 
. . 
. . . .  . 
. . 
. . 
tom from dire urban or rural conditions'andplaced'on what must have seemed 
. 
~. . 
like another plinet, though an inhabited one. .Writing practices of becoming' 
. . 
&re a taking upOf new ways in the prCssure-cooker of hope anddesperation, 
under a new sky,, mostly in the anonymity of night'where new worlds S.hine,'a 
. . 
. . . . .  . 
. . 
. . 
word here; a word there; a planet or star or two' (DB 147). In this place, 
whatever sense of coherent self I bring with me figures both my death and my 
hope. 
. .. 
This hot night 
when air colludes with water 
to dissolve the bones of the world, 
the storm when it comes, . . ' 
desultory, bangs the lidsof the town, 
trails awet grey'cloth over pavements, 
leaving them sweating a sticky ooze: 
This hot night 
the towei i s  struck 
. . .  
one more time, 
blast of itsruin : 
. .  . 
widening wave on wave, 
over breakwater and oily dark, 
out to sea where a boat, driven on, 
lopes through the water all night, 
a long, travelling stride. 
. . .  
. . 
. 
. .  . 
This hot night -. , . 
. . 
the little house holds 
. . 
a pocket of bieath, cool 
at its windowless heart; listens 
. . 
from waking silence of do&viys 
for sounds of deliverance. 
planets rise and wheel, ' '  '. 
braiding a wreath of lights, 
faint in the city's halo. - ' 
. . 
, . .  
. . 
. . . .  . . 
Too far gone for sleep she walks 
cradling the weight of another self, 
dangerously light, head lolling 
into the curve of her neck, 
limbs spilling out of the circle , 
shemakes with her arms. :. 
. . 
Who can think:of rescue now - 
. . .  . . . 
only this walking, enduring 
what must be'endured. '~ 
~ n d  if becoming is a kind of migration, perhaps the becoming self, angel, 
animal is an angel of the new place, and the self, the city, the camp is a 
. . . 
summation for a moment, of subjective geography. Deities of the plain of 
subjectivity, persisting, materialising in language wherever ay attempt . is made 
. 
to leave the asylum;.and the;plain itself constituted by movement,.by lines o f .  
. . .  
flight.'Here is the appearanceof the, collective -plain as shared space,:&d : 
camp as wimesstothe "immense influence'.of thoseivho have been rendered 
manageable, buried or lost in the city of available language. To create a line 
of flight through writing is toleani to follow the angel of place. ' .  
. . 
Slimed and lurki.ng 
the beast is a local god 
> .  . 
. . goneintoshadow, 
. ~ 
. . . 
At home in the whirlpool 
.. . 
. . 
it climbsdnpping onto the page, 
. . 
puts tie coldpad of its foot on my belly. 
. . . . .  
Its terrible skull is waterworn 
but not the teeth and ciaws. . ' 
If I let it take me 
there'd be no& at all; 
. . 
, . 
we'd tum:@d . . turn. . . 
. . 
  his is not what it wants; 
. . . ,  
we have much to learn from each other. 
~ a ~ s  wear themselves in the mind 
to manageable shapes- 
monster, child. 
. . 
They ,. .. inhabit a life that takes 
. .  . 
the dimensions 'of a room. . ' 
There is no dooi, just the slam 
. .  . 
. .  .. . 
of years behind sandstone with 
. . 
those images that:grip and tear: 
carcass-ribs 'kn~ckin~hollow 
like hanging meat; the spreading 
velvet tongue of blood. 
. . .  
Step . . outside; in the streets 
. . .  
streams are bliried. Creatures swim 
. . 
. . in darkness at windows, . . . .  . . 
exiled, curious, 
faces flickering animal, human: 
My hand sparks across the gap; 
they move, . . looking back. 
.. . 
I follow.. . . 
So we remap the city, 
a network . . likeieins, 
the remembiredinvisible flood. ' . 
. . 
. . 
In time we come toresemble each other 
. . 
and what always was- 
that green boulder in the drain-wall, 
smooth, its stubborn ribbons of algae 
divin.ing the watercourse.. . .' . . 
. . .  
. . 
To follow the ~ n ~ e ~ a n i m a l  self once it has our attention is to be taken . . . .  out of 
self-asylum for minutes at a time; The plain is notall bloody with such a , . 
~. 
guide: Perhaps it is not d l  bloody because ancestors like Frame havegone 
before us, letting us findsome gentler country. What is out here? Creatures of 
language that can go about their business without being experienced as either 
supplicant or predator. A landscape to wander in, aware of the shaping 
presence of others, the motivations that arrange its folds; aware of a history, a 
struggle in memorylimagination and the taste of its fruit. 
. .  . 
. . .  
. . 
Thoughts like birds .. 
in a heagerow I did not plant- , . 
one drunken crow. 
all day in the ~ h e & ' ~ l u m s .  
This abundance- 
my tongue stumbling 
on the edge of freedom 
here with ghosts 
in the deep-scuffed circle 
under the tree- 
these leaves, 
this cloud of wings, 
our cries 
thatmake a shape, . . 
the ingelof . place .. 
bellowing through us 
out of the ground, 
. . 
and high, over the plain 
the city's goaning reply. 
Beast, tunnelling through time 
. . 
from heart . . to he&, ' . .  ' , 
where you surface 
. . 
comes therain 
which we must summon 
. . 
with your voice . .  
or not at all. 
. . 
Send us fruit; . . 
be the dark sun at its core. 
You will be sprouting everywhere. 
.. . ,. 
How to settle into writing place, letting its sensations through, . . .  letting . myself . .  .
down intothe soundsand tastes of it. How not to censor the dreams that come 
after a time in one place, how to give place to impressions, knowing they have 
no guarantee, allowing them to be only the tracks of my animal self in 
language. How to let them be, let myself hear what I hear, say what I say. 
Becoming in language is a movement of mutual approach - the animal self 
and the self constructed in language moving towards each other. I wake from 
my long sleep in the asylum of standard language to move further into the 
details of animdangel landscape, where the animal self uses my speech to 
produce itself from the belly of the world. 
mudstone clears 
in my gaze 
and'deep inside 
the snake 
slow with cold 
rests'in a dry crevice : 
. , between rocks. 
your forehead too 
thoughtscoiling 
milk in water . . . 
quiet life 
it!s like a chrysalis 
this sleep 
most of the time 
I'm kneaded down 
as if by rain 
winter storms 
eat the land 
roots wash 
. . 
deep in salt 
and we're' unearthed 
, .. . . 
this . iS . .  how y e  speak 
the casecracked 
we're womb talk 
world's ventriloquism 
names 
relations 
halting wingbeats 
. . 
. . 
the penlifted . . 
. . 
over our silence 
. . 
. . 
. . 
We keep going out into writing, going blind towards once only moments, 
meetings with a self that is yet to come. In the ethnographic moment of these 
encounters, our raw longing constantly undoes itself, coerced by the old and 
beautiful and familiar constructions that would turn a line of,flight into a quest 
with its own fixed protocol: Fainttrails on the high plain can become law, as , ' 
powerful as any paved street' laid do? by city planners; ~ e c o & n ~  in . writing . 
i s a  continual mov6ment of escape into renewedpossibility :whose vectors - 
the road, the camp - are rnistakin for the escape they signify, escape that is 
constantly changing form and slipping away. Possibility is found again with 
the sense of constpint that returns,'bringing recognition of the mistake that is 
continually . . being made. As soon as we recognise ourselves as conforming 
entirely to the contours of the plain; we long for escape. Living in reclaimed 
possibility, each encounter witha becoming-self exists for its own moment 
. .. 
only, the constellations of meaning that have formedus . .  constantly . broken and 
. . 
recreated in our own constnictions. This day will not come again. ' . ' 
. . 
. . .  
. . 
. . Sky like the hand 
of the blue god cupped over 
. . 
damp and warm. . . 
Pilgrims i d  lovers . . 
arch against that palm 
on printed ground. 
. .  . 
. . 
High in summer~s . . house 
snowmelt has bled . . 
. . 
through fingers of stone; 
cloud shifts on the road 
where the long fall leans 
. . .  
tothe. watercourse. 
Night comes and stars . . 
grit like s&d ' .  
when the day's lamp is out: 
my life has . been . formed' . . 
in that rough hollow, hot 
with a prickling pulse. 
. . 
I callmyself home; 
the broken 'flock of the heart 
. . 
gathers again to  roost, . ' '  
, . 
in cradling dark , . 
as all things must 
before the flight to come. 
To follow the watercourse way; to break up and rejoin as effortlessly as the 
autumn starling flocks that school like fish overhead, opening and closing 
around the hawk that dives through them almost harmlessly. To remember, 
like the landscape artist Andy Goldsworthy, who constructs his works from 
stones and leaves and sticks and snow, whatever is offered by the place he is 
. . in;that at any time, 'all my work still . . exists, in some forin:' f he work 
emerges as pattem and returns to its elements. Music, and then the dissolution 
of rain, everything returning to white noise. 
when the soul crawls from its burrow after rain, 
. . 
the work df another season all scatterkd, 
washed anddismembered, . . 
. . 
. .  . 
. :. 
what to do but start again, 
scratch in dirt, 
find what else is moving 
in the shift and dazzle. 
Only tracks of a little calf, 
. . .  
onlythe mouse'and her child 
. . 
come to my door; and . . ' 
. . 
wingsapplaud the canopy of light 
. . 
that after all keeps nothingout. 
Sometimes, fingers stopping ears, 
I hear my body hum;. 
. . 
it sounds.like 
. .  . 
wate<faljing'steadily, 
. .. 
like the engine-room of a ship, 
. .  . 
like the gap Ishare 
with shapes that have no name. . . 
. . 
How we knead one ahother, 
bunch and wrestle towbd the day, 
. . 
making . . and unmaking: . . 
I'm back to the sounds that are words, words that are sounds, $e patterning of 
music that constructs . . canips on the plain, places from which to inhabit Rilke's 
. . 
'alidible landscape'-(Rilke 147). Things seem to step forward witli and . . 
. . . .. 
. .  . 
through this motivation - they move towirds the moment of pattern and thej 
are moments of pattern in themselves, they. are 'hints;inklings.of order', 
organising sensation. And this experienceof . being . . approached, this 
. 
'seeming', is my own step into the plain, my own conversation with the 
world, kith m i  body, with the language that makes me. I build and I &built 
, . .  
into this in the language I claim. 
. . 
Musician, play;heartbeats, intervals 
. . .  . 
of oursynapses thrown into-air; . .  . 
inside-out, our landscape - hear it? 
, a  rising and falling country of breath 
where oldlife skips and bleats. . ' 
Dance, move us in patterns we're part of: 
outside-in, tidal shifts still match our blood 
while song makes . . .  a game of grief: 
. . 
listen, we can turn bittemess to arabesque. . . 
. .  . 
. . 
play, dance, sing; 
. . 
a nee of joy puts out leaves 
with each struck note, 
and bending to offer us fruit, answers 
the same urge that brushes these strings. 
. . 
. . 
Exiles, just stamping our feet 
. . 
we bring ourselves home. 
Conclusion 
... it was the desire really to make myself a first person. For many years I 
was a third person. (Alley and Williams 40) . :, ' . . 
. . 
. . 
... it's "&Dunedin or Ldndonor Auckland or any other cities I have 
known. It is Mirror City before my own eyes; (EMC 191) 
. . 
Dream: Janet Frame and herfriends are revisiting Dunedin. It is the to in  
where Frame was born, where she went touniversity and later worked as a 
. .  , . .  
housemaid ajier a stay in hospital, and where she.return'ed to take up a' 
writing fellowship's afer a time in England, whereher diagnosis as 
schizophrenic was overturned. We are all here for a conference . . or graduation 
ceremony. They are k&zying at a house I used tb live in, wheti Ifirst went to 
. . 
university ajiei leaving home. I recognise it when I go to meet her there. 
. . 
. . 
This thesis, 'this putting or placing of things - whting/reading as a journey' 
into the tenitory of language, placing the present . . over/alingside the past; 
distance alongside presence. Doublings-back, tums and returns of bedomirig 
.. . . 
- writinglreading as a genealogyof former selves,and a visitationof former 
.. . 
-:
. . 
dwellings; the creation of a new modeof hibitation, new stories abouthow it 
. . 
. .  , 
is possible to be. . . 
. . 
. . 
. . 
In thefirst place - Chapter One -arrival: Why visit Mirror City, why start 
writing at all? How is it possible to think about motivation for the whole work 
as read inside the written Frame? Certeau and Frame confer: . . 
. . 
. . . .. 
She says: It's the 1'920s; '30s; '40s in New Zealind; before that, time belongs 
. . 
. . 
; tothe ancestors:A young girl walksqound inside her parents' house, 
. . 
she walksto school, she goes tothe beach, she walks downtown on 
Friday night. The rules &re strict; it's-a one-track life - you can be 
thrown in the slammer here for the crime of beingsad. People can die 
and stiil you have to mind your words. I begin to write what the minders 
say, and what happens to those who don't listen. It's a way of . . talking 
. . 
.. 
. . and staying quiet at thesame time. . . . . 
. . 
. . 
He says: Yes, people find ways around the rules -1 call iitactics, the way 
. . 
you seizeopportunities -the way youtake control of controlling ' . 
language, holding it up like a mirror to shine back in the faces of its 
police while you danceaway. 
She . ~. says: Butit still hurts like Kell to be shut up inside the book of the law. 
It's hard to breathein here- it's the 1950s and the young woman 
. . 
speaks to meodt of my old house, out, of the pages of my books saying 
I've'been . . places; I've Seen. and heard.and smelt and touched things that 
wouldmake you howl. 
He says: To tell the story at all is to perform your escape. That's why you 
have to keep writing. Write the howl - it's a reminder of where 
language comes from. 
She says:Yes I'll howl. It's the 1960s and I'm not just describing the inside of 
. . a cell now, I'm saying what cin happen there - you'd be amazed at the 
. . acoustics here, the reverb I can set u p  in onelittle place. It's a whole 
. . 
new'sound. 
He says:.That'swhev5new language comes from- it's always the particular 
necessities of a time and place, the dimensions of the back ward,the 
place of consignment that precipitates new subjectivity, a changed form 
and mode of enunciation. 
She says: I need to'speakwhatis new in this timeand place- my temfying 
. . .  . 
cry, uniriielligible! is that myhouse has beenbuil't of wordsand that 1. 
. alonemust rebuild it each time I open my mouth, taking in&d breathing 
out the air that fits too tightly. . . 
. . 
He says: To cry the shape they have given you is to point to some other real. 
, . 
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She says: And to cry this shape is to die again and again -it's the late '60s 
. .,and I'm using'the death-figure openlynow, saying that what an artist 
does isdie. I have totell you it Costs lives, and I have to tell youit's 
worth it,this killing yourself without dying; The altemative is to be 
killed and that can be the end, The dead faces 1~u1 l  from the water 
+kak both their presence as possibility and their absence a d  
disappearance in the City of language. 
He says: Your figurations will take you places you need tq go --. they make a 
gramt'riii of change thatwill let you dance in language and describe your 
dance; Follow the footsteps. 
. 
She says: Yes, yes I have it now. It's the 1970s and I give the space of my 
novels to writers, operators of language who can imagine'the shapes - 
. . 
hipotenuse, manifold - that can evade the divisions of the city plan. I 
need to make a place to be, to mark out the'shapes of my new houses, to. 
pass the directions of my con~truction on through the open secret societi 
of language. I need to make a house from which to tell my own story, 
In the second place - ChaptqrTwb, Chapter Three - visitation: We are here. 
in the city of language, always revisiting. How can we make the necessary 
moves to create adequate space for ourselves? How is it possible to dance, to 
howl, to alter our way of inhabiting? What is a way to think about how Frame 
does it? I confer with Deleuze and Guattari: ' . 
They say: You have to approach creativity in terms of different modes of 
thought and articulation. We're philosophers- we like to think of the 
. . 
creativityof our mode of thought asa  capacity to form and articulate 
concepts that rearrang'econstructions of reality.,Another mode of 
creative thought; described by us as scientific, is one that articulates 
observations of experience, tracing coherencies that are also 
constructions of phen0mena.A third mode of thought, which we 
describe as belonging to art, articulates sensations, constructing realities 
. . . .  of experience. . .  . .  . .  . . 
. . 
I say: Those.modes exist sid+'by side in Frame's work. She s'tarts by 
describing sensations of constraint within the sociaI/economic/political 
constructions of available language, then creates a series of observer 
figures who are able to make patterns of these sensations. Finally, by 
turning her observers into writers, she gives them the narrative tools they 
need to create conceptual fabulations of what they experience. With her, 
they formulate figures that act as concepts. From this conceptual base 
she can write herself a life, and she does - the autobiographies come 
next. 
They say: Well, yes, of course, we said 'the three thoughts intertwine'. In fact, 
we've written a book describing a procedure for assembling a variety 
of tools of articulation - it's called Kafh: T m r d  . a Minor . 
Literature. We understand Kifka's whole body of work as a response 
to constraints of the language that was available to him, language of a 
displaced people, indhiscreation of a new subjectivity inwiiting as a 
result of intensifying the poverty-smcken features'of that language. He 
wrote a minor key inside a major language. Itk rather like what M ae  
Certeau might deicribe as a tactical ~ e f o u n d  ways of 
. . . . 
engaging with the subjective constructionsof language that made a 
new experiencepossible piece by piece. . . 
I say: S o  Icould readJanet Frame's work in terms of the components . .  of her . 
. . 
approach to language? 
.They say: Yes, and you could thinkof what $he does as a yay of . . undergoing 
. . 
what we call becomikg, that is, the impossible movement of willed ' ' 
: change into something that doesn't yet exist, for which there is not yet a 
vocabulary. We'vetraced a possible trajectory of becoming for a 
Eurockntric culture, a kind ~f photo negative, approaching it by . : 
Specifying 'areis we think are most likely to be subject to blockage of 
potential under conditions where everything is measured according to a 
. . 
. . 
.man-stindird- beginning with possibilities belonging to girl-children. 
. . 
W e  point to girl-subjectivity not in order to reify it,but to position it as a 
constant reminder of what is being stolen by the constructions'of 
available language. Whatever thisstolen possibility might be; potential 
. . 
. . 
for becoming lies that way. And after that, we say, change looks stranger 
. . 
and Stranger - the unknown is figured asbecoming-animal, -insect, 
. . 
given that the language we must use to describe it is that of the man- 
standard. 
I s q :  Yes; you and Frameare contemporariesaftq all, facing comparable 
problems and aniving at some of the same figurations. She also uses the 
girl as starting point for explorations of loss and reclamation, and the 
howling of the animal-girl, the wolf-girl, can be read in her work as a 
figuration of experience in search of language. The components of an 
approach to language are assembled by the girl - she is a constant, l i e  
a standing wave, . . figuring both motivation and manner of constructing 
the new. Book by book, the girl is presentedas negotiating relationship 
withwhai . . you describeas . . the 'machine'of language. Inthe early 
novels,she is represented as being caughtinside themachine. Gradually 
. . 
she gains some agency through her recognition of language as an 
, ; 
. . 
intemalised subjective . . force, which is therefore accessible to a degree of 
mqipulation. As awiiter-figure . . in the later novels, she constructs the 
influence of the wolf-girl as a vector of her becoming. 
. . 
In the thirdplace - Chapter F&,' Chapter Five --flight: We . . visit with one 
another in the city which is ajoint creation, readinglwriting. We make thecity 
for one another, moving . . backandforthbetweeri-houses, . . ,  pages wherethe ., 
. . 
. . 
creation of myth occurswith'the wqlf-girl nippipgat oui heeis, fig&& of all 
thoki whodid not.make it through to speech:Frame7s 'writing-girl articulates a 
sense of responsibility before a collective, giving voice to a desire to wiite a 
. . 
new story, to create a new shaping inclusion, a hypotenuse. 
She says: I write so as not to forget everything I heardand felt and tasted and 
saw inside the machine, so as not to forget what can happen in there. I .  
. . 
write myself a way out,:and createthe possibilityfor others . . too. What I , 
'write, the possibility I create,is'infon&ed bythe howls of those I heaid 
searching for language; I:followthe burrows they dig; and they follow 
.. . 
. . 
me as I excavate a place to be:Service to language is always service to a 
collective. 
We say: We hear you speak, we claim yourpossibility for ourselves. We visit 
your city, readhiteourielves into the shapes of your houses, we go 
. . . ... 
away and make ourown places. We fold ourselves into.the manifold. 
your' becoming is douljle -itbelongs to us too, now,it hangs in our 
lives, we live within it.We think of you and the selves you create in 
writing as belonging to our becoming; Often we think of & ihe 
. . 
. . . '  .. 
selves you create. . . 
. . 
. . 
. . ~ .  
You say: I hide in my writing so as io be able tohold my stories in suspension, 
spinning the air I breathe as I tell them, offering them as a way of 
staying mobile. The thing you aredrawn to - the sense of urgent 
. . .  
necessity-that drives mywriting - is my. flight from-a unitary seif. That 
stilled, confined 'she' disappeak into the folds Of the mani fo ld .~akin~  
. .  . .  
the selves I present.to you isniy narrative project a i  mukh a s h y  1';ffei 
inthe novels. If I am to write for you I musthide fromyou - to let you 
into my house wbuld be togive over the power:of namitiveI spentso 
longwfestling . . into my own hands. To t&e myself through the 
frightening transformations that move me away'from available language 
is difficult enough without having you there watching, afraid, . 
censorious, admiring - it doesn't matter what. 
. . .. 
I say: Butstill I can claim the selvesyou make, which Ywe make with you in 
the act of reading/Writing,'and that is enough,mOre than enough. Ywe 
. . 
. . 
. . 
enter into conversation with what you'wfite -the shock h e  feel is 9 
. . .  
. . 
much a sense of being recognised is it is of recognising ours el vest he^. 
. . .  
You say: Yes, and that is the writing, the textuality I long for, reading and 
writing that is known by me and that knows me in turn. You understand 
the sort of knowing I mean. Whatever procedures I use inconstructing 
. ,  . . .  . . .  
t h e  subjectivities that characterisemy novels - the foldingactions of 
memory and imagination - 'thi srel'ation to.thecreative intelligence of 
wiitingcomes first. 
. .  . 
, . 
. . 
I say: As I read your work I write my own changes 'too, in'the poems and in 
the thinking-through of what you say. Day and night it goes on, the 
folding-in . . of your writing. One night after writing all day about your 
work I'dream'that ayoung girl asks me to watch her collection o f .  
vampire videos with her. I don't want to, becauseI'm frightened, but I 
don't waniher:to haveto watch them On her own either, and so it i s  that 
. . 
we accompany each other through the smoke screen'of fear. The young 
. . 
. . 
. . 
girl of your writingfolds into the writing of Deleuze and Guattari, turns 
. . 
and returns with the writing of Certeau, speaks inmy life as a self facing 
. . 
those powers that can bleed life away. And I/you/we answer, with words 
that articulate sensations, observations, stories constructing somewhere 
to breathe and be, putting, placing ourselvesthere - thesis. 
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